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ABSTRACT 
In this study, I explore how school band organizational culture produces gender roles and 
stereotypes within a percussion section. While previous research (Abeles, 2009) records 
percussion as predominantly male demographically and in popular perception, such 
research limits itself to battery percussion, largely excluding mallet percussion. 
Additionally, researchers have not addressed how existing gender stereotypes influence 
percussionists or how such stereotypes propagate. This research, a case study, 
supplements existing findings by qualitatively assessing how students and directors 
perceive gender stereotypes’ influence the organization, and how stereotypes emerge. 
 By using multiple data sources, I illuminate various understructures (Acker, 1990) 
that help enforce gender roles and stereotypes observed and described by participants. 
Understructures represent the unintended impact of aspects of organizational culture. The 
exploration of understructures helps to explain how gender patterns in percussion 
sections continue despite the wishes of directors and students alike. Data analysis 
revealed percussion as divided into two “zones:” mallet and battery percussion, wherein 
females predominantly play mallets. Participants associated two different skill sets with 
the zones. Data revealed that experiences in middle school, family tradition, and other 
 vi 
factors directly affected what zones students occupied and what skills they had obtained. 
The most valued musical skills reflected masculinized ideals of marching band and 
battery percussion. 
I concluded that understructures influenced percussion students by tacitly 
predetermining their placement in one of two instrument-based zones. These zones 
embodied a hierarchized system that privileged masculine-typed battery/marching 
instruments. I theorized that dividing percussion into gendered zones negatively 
influenced the musical and academic prospects of all students. 
 Keywords: Gender, percussion, understructures, gender roles, performativity, 
band, music education, sex stereotypes 
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Chapter 1: Warm-Up 
“Percussion’s more brutal than other sections of the music world. Just because of 
the nature of how you play.” 
(Bruce, focus group) 
 
“Usually people think like, guys are better ‘cause they’re like, usually bigger and 
they can, like, hold more weight, and marching stuff. But, me and my sister do it 
and it’s fine.” 
(Sue, individual interview) 
 
“I feel like most people view the majority of percussion as a male instrument. And 
they’d rather see girls play flute, or clarinet.” 
(Peter, focus group) 
 
The assistant band director, Mr. Richards, spoke drum. By this, I mean that he 
vocalized music to students by using syllables and various inflections. He directed his 
instruction toward a group of students who stood in an arc, each with a drum in front of 
them. Remarkably, this technique, which Mr. Richards no doubt picked up in his years of 
drums corps playing and teaching experience, captured not only the basic rhythm, but 
phrasing, meter, accents, and—most impressively—rudimental techniques. In this case, 
the pitch of each syllable even changed to reflect each drum’s specific pitch. “Uh-bugga-
da-bugga-DA,” Richards exclaimed to the students. “Yubba-buh-dubba-doobie-dooble-
doo!” The clicking of sticks then signaled another run-through, and with precision the 
drummers played back what they had heard. These students were once again taking part 
in a typical percussion ensemble rehearsal at Sunny Hill High School1. 
 Visually, the students conformed to the expectations I had formed before entering 
the research environment, or as the students called it, the band building. These 
                                                 
1 I use pseudonyms for all people and places that appear in this study. 
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expectations came both from my personal experiences as a high-school percussionist, 
music major, and music educator, and from a body of research that supported my 
expectations with data and gender-driven theories. Specifically, research had shown 
males as dominating school percussion sections (Abeles, 2009; Griswold & Chroback, 
1981). The line of high school drummers, which looked, sounded, and behaved like a 
drum line, despite not currently playing in a marching setting, consisted of eight male 
students and four female students. Mr. Richards, the assistant director and percussionist, 
unknowingly had a group that reinforced percussion’s maleness. 
The percussionists listened to the drum speak and responded with disciplined 
musicianship. Each run-through sounded closer to the ideal template, demonstrated by 
Mr. Richards’s drum speak, which acted as an aural model. As rehearsal progressed, the 
tom line dispersed, and the students walked back to the instrumental stations they 
occupied during the rest of the performance. Noticeably, female students returned to the 
mallet instrument stations. The male students arrived at the timpani, drum set, and hand 
drums. The drum set player, Bruce, loudly announced that he had assumed his throne. 
Scott, the timpanist, beat his sticks together, laughed loudly, and punched Peter the 
djembe player on the arm. The mallet players, in comparison, stood quietly and tapped 
their mallets on their legs. Although merely feet away, they appeared to reside in another 
zone entirely. I was amazed at the differences in culture observed by looking at two parts 
of the room, and intrigued about why male students occupied one zone and female 
students the other.  
 These students conjointly, if inadvertently, depicted a status quo that would reveal 
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much about the gendering of the percussion section, which often manifested in a division 
between instrument types and the establishment of “zones” that appeared to correspond 
with personality, behavior, and gender. In this study, I have sought to capture and present 
the participants’ stories, experiences, and opinions through a series of interviews, focus 
groups, and observations. Together, participants and I constructed a narrative that 
illustrated percussionists’ school band experiences and illuminated ways that the 
organization instilled various gender expressions and expectations in the players’ minds.  
I could have approached this topic from many perspectives. Due to my 
background as a percussionist and my research interests, I chose to explore how 
organization-driven gender expectations and stereotypes affected percussionists’ high 
school band experience, focusing on the ensembles active during the five months the 
research took place, concert band and percussion ensemble. However, despite conducting 
my research during concert band season, the data revealed that marching band played a 
significant role in the participants’ conception of their high school musical experiences 
and guided both their ideas about what skills and which ensembles counted as most 
important. The decision to present participants’ understandings and personal views about 
their roles in the organization led me to choose a case study approach. In this project, I 
relied on a synthesis of multiple data sources (e.g., observational field notes, individual 
interviews, focus groups, and artifact analysis) to lend insight on student experiences 
within a larger organization, the Sunny Hill High School band. 
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Personal Rationale 
As a percussionist and band director, I have seen how gender roles and 
stereotyping can influence percussionists. I became aware through comments made to 
me, and through observation of others during my marching experience, that certain 
instruments were de facto reserved for female or male students. Sometimes these 
expectations correlated with stereotypes about skills, or as the participants often referred 
to it, “chops,” an idea that included an association of masculine-typed instruments2 with 
technical achievement or musical proficiency. During middle and high school, I observed 
a division between marching drums (snare, multi-tenor, and bass drum) and the front 
ensemble, commonly known as the pit (containing, but not limited to, mallet percussion, 
timpani, and other non-marching instruments). My peers regarded male percussionists 
who showed interest in front ensemble positions as feminine, unskilled, or both. These 
memories remind me of studies that depicted male music educators who pursued 
feminized general music positions only to encounter peers and administrators who 
prejudged them as feminine/queer or as deficient teachers (Gould, 1996). Conversely, my 
high school experience impressed on me those female students who marched drums 
appeared as exceptions or oddities, partly due to circulated ideas that choosing a 
masculine instrument made a person more masculine. 
Scholars, it turned out, had likewise observed connections between 
                                                 
2 Instrument gender types are dependent on research findings that show a correlation between a 
person’s sex and instrument or an association between an instrument and ideas of masculinity or 
femininity. Often the two are aligned. Boys/men primarily played drums and survey data 
consistently associates drums with masculinity. I cite and explore these findings later in this 
dissertation. 
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masculinity/femininity and instrument choice. Gathen (2014) found that female music 
educators who chose masculine instruments self-identified as tomboys and viewed their 
choices as a way to be “one of the guys” (p. 51). In a qualitative case study on students 
who chose gender-atypical instruments, Sinsabaugh (2005) theorized that a boy played 
drums to appear more masculine and to fit in with his peers. The boy’s choice went 
against his family’s desire that he play a melodic instrument. To the researcher, rebelling 
against his parents and presenting himself as masculine clearly fueled the socially 
unconfident child’s decision to become a drummer.  
As a band director and percussion instructor, I have continued to observe implicit 
gender roles and have seen the consequences of students encountering sex stereotypes. 
For two marching seasons, I fielded two female snare drum players, one who served as 
percussion captain. Repeatedly throughout the year, the two students reported people 
questioning their sexuality. When hearsay of a romantic relationship between them 
developed, parents commented to me that the young women’s unfeminine instrument 
assignments must have contributed to the hearsay. Several years later, I worked with a 
coed drum line that had two female snare drummer and one male snare drummer. Band 
parents (including ones not related to percussionists) became insistent that the male 
student should stand in the middle. When I explained that I had placed the female 
drummer in the center position due to her section-leader status, the undeterred parents 
insisted that it would look better with the male student in the center because he was taller. 
Although the snare line-up never became a serious issue, throughout the season I 
continued to hear comments from parents who bemoaned the shorter student’s central 
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placement. 
   At other times, I have observed female drummers receive positive attention. 
Male percussionists often commented on the uniqueness of female snare drum players in 
my ensembles. Although positive, these comments further reinforced my theory that 
instrument assignment either confirmed or challenged gender role expectations. I began 
to wonder what about the band culture in East Tennessee made these expectations 
commonplace. I also realized, much like Koza (1992a, 1992b, 1994), that even 
affirmations directed toward girls/women in music could unhelpfully highlight the 
oddness of a feminine person in a male-dominated position. 
In my experiences, both as student and ensemble leader, gender stereotypes 
affected all genders. I encountered countless male percussionists who felt pressured to 
leave the front ensemble (percussion instruments on the sideline) due to a fear that people 
would imagine them as feminine or unskilled. Talk abounded among young men at 
regional band events about the value of serving as center snare, a position that required 
departing from the front ensemble by developing the required chops for a marching drum. 
Oftentimes, students expressed desires to “escape the pit” long before they joined high 
school band. I came to believe that students who exhibited certain gender traits felt 
pressured, through unseen cultural and organizational forces that gender theorist Joan 
Acker (1992) called an “understructure,” to occupy gender-conforming roles within the 
percussion section.  
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Understructures 
Acker’s (1992) organizational gender theory identified organizations as settings 
with pressures that subtly compel individuals to adopt contextually appropriate gender 
stereotypes and norms. These pressures can directly influence gender role assignment and 
individuals’ contextualized gender performance; as situations and demands change, so 
may a person’s gender expression (see Butler, 2006). Throughout my study, I will refer to 
the pressures that steer percussion students in one direction or another using Acker’s 
term, understructure. 
In this research, I attempted to determine how band organizations created or 
reinforced understructures that idealized percussionists’ gender traits. Additionally, I 
wanted to understand how organizational gender roles and stereotypes created by 
understructures influenced percussionist’s instrument assignments, preferences, and 
overall ensemble experiences. Throughout this report, I address how percussionists 
negotiated and adapted to organizational gender norms created by a school band’s 
culture, while pinpointing possible origin points of the various understructures that foster 
the encountered gender norms.  
Using Butler’s (2006) previous descriptions of performative gender, Acker (1990, 
1992) supplied an archetypal model of gendered organizations and added that socially 
formed understandings of gender directly influenced institutionalized sex categorizations. 
Sex categories and gender roles depended on scripts and expectations of specific gender 
performances, and led to the predominance of one sex in roles. Predominance of one sex 
in a job led to entrenched stereotypes that became associated with the now gendered 
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roles. Acker also revealed that the understructures helping create these phenomena came 
from systemic discrimination based on the inherently feminine act of reproduction. With 
the illumination of these understructures came theorization about the existence of entire 
systems of implicit and hidden understructures that lead to gender hierarchies. Examples 
of these understructures included the construction of images, symbols, and ideologies that 
imbued institutions with hegemonic masculinity, as well as the cultures and structures 
that support hegemonic masculinity. Often, Acker concluded, gender hierarchies 
manifested specifically to these policies and internal processes, the understructures that 
helped reinforce skewed sex compositions and perception of gendered roles.  
After researching American corporations, Acker (1992) speculated that typical 
organizations reified discriminating understructures as part of ordinary institutional 
functionality. A prominent understructure, the invisible male, revealed how supposedly 
gender-neutral policies and decisions actually privilege male bodies (Acker, 1990). The 
invisible male existed through various policies, decisions, and various cultural aspects of 
an organization, that assumed or privileged male bodies. For example, the previously 
mentioned policies that punished reproduction. Acker declared the gendering of 
organizations to be a certainty, and challenged feminist researchers to uncover subtle 
gender discrimination in organizational policies and structures, and to problematize 
gender roles and stereotypes that have become self-fulfilling prophecies. Otherwise, new 
employees could continue to enforce existing assumptions or behavior scripts. 
In music, one may see gender stereotyping in perceptions of instrument 
assignment as gender conforming (or not), and understructures present in not only 
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observable but also predictable sex compositions. Conforming to these expectations, or 
not, may result in various judgements on students’ performance as appropriate or 
inappropriate). Social role theory helps to explain how people in a setting become 
expected to perform certain roles, and how expectations derive from which sex 
contributes positively or negatively to a job (Eagly, 1997). These perceptions, once 
established, and receiving implicit and explicit support through media, messages, and 
cultural images, become the self-fulfilling stereotypes described by Acker (1990, 1992).  
 
Statement of the Problem 
Researchers have observed and labeled percussionists and percussion instruments 
in school band settings as masculine. According to existing research that investigates 
school band programs, percussionists are predominantly male (Abeles & Porter, 1978; 
Delzell & Leppla, 1992; Griswold & Chroback, 1981; Wrape et al., 2016). Additionally, 
students ranging from fifth grade to university level consistently gender percussion 
instruments as masculine (Abeles, 2009; Conway, 2000; Fortney et al., 1993; Wych, 
2012). Researchers reporting on both male/female demographics (hereafter, gender 
ratios) and cultural beliefs and norms concerning gender have depicted percussion as a 
section in which predominantly male bodies perform on masculine-typed instruments.  
Existing literature thus fosters expectations of a homogeneously masculine 
percussion section, although studies that cover percussion’s gender stereotypes and sex 
compositions have a significantly limited scope. Sex compositions in studies mostly 
feature middle school students (Fortney, Boyle, & DeCarbo, 1993; Zervoudakes & 
Tanur, 1994; Abeles 2009), and ideas about the gendering of instruments often rely on 
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elementary or college students (Abeles & Porter, 1978; Delzell & Leppla, 1992). 
Research on this topic also shows an overwhelming reliance on quantitative methods, 
although Connell (2000) and Sinsabaugh (2005), notable exceptions, used 
phenomenology and case study, respectively. Questions that attempt to explain why 
patterns exist in the assignment of male and female students to instruments, how students 
perceive these trends, or how trends manifest in different semesters or ensembles have 
yet to receive answers in existing literature.  
While researchers may ask questions about gender ratios and stereotypes on any 
given group of students (e.g., woodwinds, brass, strings), percussion specifically has yet 
to receive a portrayal in literature that recognizes its scope, both in terms of instruments 
used and the existence of percussion in various ensembles. Most researchers use snare 
drum, bass drum, and cymbals to exhibit the entire section. While these descriptions may 
accurately depict percussionists’ limited exposure to instruments during middle school, 
the average high school has a larger set of instruments on which students regularly 
perform. The omission of keyboard percussion, timpani, and hand drums alone should 
spark interest in an expanded investigation that is, however, beyond the purview of the 
present study.  
Further, the lack of qualitative research that closely examines specific programs 
has resulted in entire performance ensembles, and their requisite environments, traditions, 
musical styles, and organizational traits, to remain unexplored. Although middle school 
students are perhaps limited to beginning or advanced band class during the school day, 
high school students may have concert band, marching band, jazz band, indoor 
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percussion ensemble, concert percussion ensemble, and/or other musical experiences, as 
part of their daily school offerings. Some of these only occur during one semester or 
another, or only before or after school.  
Without describing the different ensembles in which students participate, and 
without incorporating the variety of instruments used by percussionists, extant literature 
gives a myopic depiction of a generic “school band.” In reality, ensembles can differ 
wildly between schools and certainly between disparate geographic areas, where directors 
may lead non-Western ensembles based on minority student populations (Mixon, 2009). 
Abeles’s (2009) concern that researchers have not addressed important cultural factors 
surrounding instrument assignment and choice remains visible in the lack of studies that 
delve deeper into specific contexts and settings.  
Performative Gender 
 This study’s theoretical framework depends largely on Acker (1990, 1992), but 
also on other organizational gender studies that have roots in theories of performativity. 
Judith Butler (2006) helped introduce the idea of performative gender in her seminal 
work, Gender Trouble. Butler separated gender from the concept of biological sex and 
argued that gender manifests as individualized performances that change under different 
social expectations. Gender, part of socially constructed identity, has since become an 
increasingly expanded and nuanced concept, and now commonly includes gender codes 
that organizations graft onto individuals.  
Gender theorists have responded to Butler by investigating organizations’ 
influence on gender. Organizations have created gendered roles and positions that impose 
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scripts on people, who qualify for a role based on gender trait stereotypes. Often, people 
adopt certain “masculine” or “feminine” traits in an attempt to fit into a role. In this way, 
organizations enforce norms and values that create understructures, hidden or implicit 
manifestations of organizational power that create and reinforce gender expectations. 
Time’s passage and tradition imprint gender trait stereotypes onto the entire 
organizational structure, with positions becoming associated with masculinity or 
femininity. In short, workers perform gender in a way designed to suit different roles 
and/or different environments, while supervisors come to expect specific performances 
that fit gender norms. Individuals adapt to and negotiate with these scripts at all levels of 
the group.  
Discussions of performativity often focus on women’s bodies and the reactions 
they invoke. McClary (2002a) detailed how Madonna’s stage presence received more 
attention than her actual music, and how juxtaposing her sexuality with church aesthetics 
created a cultural uproar. Macleod (1993) noted how, in the early 20th-century, reviewers 
would devote much negative criticism not to how a woman performed, but at the various 
stances, facial expressions, and other body movements deemed to be unfeminine at the 
time.  
 Research has shown roles or positions as more or less masculine/feminine, 
creating a spectrum of gender already established in people or musical instruments. Bem 
(1974) initially challenged binary gender identity in “The Measurement of Psychological 
Androgyny.” The author created the Bem Sex-Role Inventory (BSRI), a tool that ranked 
various sex-stereotyped traits by desirability in males and females. The BSRI, later used 
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in many gender studies, indicated an effort to overcome “rigid sex-role differentiation” 
(p. 162). Bem’s study also helped bring awareness to androgynous people who exhibit 
combinations of masculine and feminine traits, and illustrated cutoff points between 
masculinity, androgyny, and femininity as unclear and subjective.  
Power, Resistance, and the Organization 
Researchers working within an organization often capture power dynamics and 
interplays between various groups operating in that organization. My study uses 
Foucault’s (1995) depiction of power as a productive interplay between oppressors and 
oppressed, as a reciprocal contingency rather than an oppressive force. Power, always 
met with resistance, creates behavior codes, or scripts, for both the powerful and the 
weak. This distinction creates a sharp contrast with Marxist theories and other branches 
of critical theory, where writers construe power as a negative force wielded exclusively 
by upper classes against lower classes or by empowered groups against ones with less 
privilege. Foucault’s conceptions of power and performativity can help explain why 
students may feel pressured to conform to various scripts, such as choosing gender 
typical instruments or espousing gender stereotypes. In Discipline and Punish (1995), 
Foucault detailed how social institutions discipline people using overt and hidden 
mechanisms, practices, and techniques. 
 Critical theorists and feminist scholars have applied Foucaultian power theory to 
examine behavior codes and performativity in specific contexts. James Scott (1990), in 
Domination and the Arts of Resistance, wrote extensively on how both the powerful and 
the powerless experience behavior constraints because of institutionalized power 
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schemes. The author concluded that, in order to understand power relations, researchers 
must observe superiors and subordinate workers not only together, but also when grouped 
only with equal-level peers. Slaves, Scott posited, have a decidedly different attitude 
toward their masters in private quarters versus when their masters are present. Studying 
the contexts revealed by multiple settings may reveal more hidden transcripts of behavior 
and meaning.  
 Nagel (1998) noted that behavioral scripts could help explain stereotypical 
masculine and feminine gender roles that appear in nationalistic movements and cultural 
militarism. The author chronicled modern normative masculinity as stemming from 
late19th-century and early 20th-century ideas of manhood and noted that common 
organizational role scripts stem directly from dominant men within social institutions. 
Nagel stated “masculinity and nationalism articulate well with one another, and the 
modern form of Western masculinity emerged at about the same time and place as 
modern nationalism” (p. 249). In nationalistic and masculine environments, women do 
not feminize the culture. Rather, through participation, even when relegated to support 
roles, the environment masculinizes women (Nagel, 1998). More recently, Nagel (2007) 
noted that men write the military’s behavior scripts, and by design, these scripts reflect 
men’s notions of femininity.  
Purpose 
The purpose of this study is to apply organizational gender theory to a public-
school band program, in order to gather opinions on gender roles, stereotypes, and 
performance pressures experienced by percussion students. Further, I am seeking to 
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expand on conceptions of percussion within research literature, both by including an 
expanded view of the percussion instrument family and its role in the entire band 
organization, and by viewing the organization through the eyes of high school 
participants. 
Research Questions 
1. How do percussion students negotiate systemic gender stereotypes and gender 
trait expectations found in a school culture? 
2. How are systemic percussion gender stereotypes and gender trait expectations 
implied and supported by a band program’s organizational culture? 
3. How do students perceive masculinized non-musical factors, such as physical 
size or stamina, as associating males and females with specific roles or 
instruments? 
Positionality Statement 
 I conducted this study with the Sunny Hill High School Band, a public high 
school in eastern Tennessee with a population of 1,200 students. In many ways, my 
background reflects the situations of those I interviewed. I have played percussion for 21 
years. Like many SHHS music students, I began in a middle school program, and moved 
on to a high school program with similar ensembles. Prior to data collection, I served as a 
public high school band director in a school district other than my research site. I share 
collegiate alma maters with the band directors, which means I received training at least 
somewhat similar to them, including classes with some of the same professors. Outside of 
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interacting at regional organization meetings or band events, I had not worked with the 
band directors in a formal fashion prior to conducting research, nor did I attend any 
schools with them. Likewise, I had no prior familiarity with the student participants. 
However, my personal and professional involvement as a percussionist and band director, 
especially as one who worked in a similar program, means that my experiences have 
informed the interpretation of the data.  
 Other factors may have influenced my perceptions and analysis, as well. I am a 
33-year-old, white male, who, despite experience playing in a variety of art and pop 
music styles, cannot disregard that the majority of my formative experiences, from 
middle school to undergraduate studies, consisted of training in the American wind band 
tradition. This training included standard courses on pedagogy and wind band 
conducting, instrument method courses, and an enculturation into the customs of wind 
band, marching band, and percussion. 
Boundaries 
An established chain of evidence can offset the inherent subjectivity caused by 
researcher positionality by supporting triangulation between data sources and by 
exploring alternative explanations (Yin, 2014). Subjectivity need not undermine the 
quality of the study, then, so long as a researcher plans for and accounts for it in the final 
report. The existence of multiple data sources, the coding of key words between sources, 
and the open-ended nature of my conclusions all demonstrate my efforts to create 
validity, as suggested by the model proposed by Yin.  
  In the same vein, I did not attempt to establish generalizable results with this 
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study, but rather sought to give a thorough picture of the contexts and experiences that I 
observed and recorded. To that end, some limitations exist on the scope of this data. 
Although the research site represented an average example in regards to the population 
sizes and ensemble types seen in most high schools in the district,3 it did not represent the 
experiences of home school students or students in traditionally black band programs. 
Unfortunately, my study did not include participants from any minority racial groups 
(e.g., black, Latinx). White students made up 100% of research participants. The research 
lasted for a period of five months, and can therefore only directly reflect the ensemble 
environments and band members who agreed to participate during that time. Notably, 
marching band arose often in the data, although no observations happened during that 
semester. I did not address issues related to sexual orientation or gender identification, 
despite my focus on a gender-driven topic. These limitations make this case study 
specific to a percussion section during spring semester, but with many remaining avenues 
to conduct a similar study in a variety of different contexts that may yet reveal new 
perspectives and experiences. 
  
                                                 
3 All high schools in the district have concert bands except the alternative school. All district high 
schools, except a STEM academy and an alternative school, offer marching band.  
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Chapter 2: Studies on Gender   
The framework I employed in this study (Acker, 1992), which focuses on 
organizational gender stereotypes and understructures, partly relies on Wharton’s (2012) 
couching of institutional gender theory within the larger field of gender studies. Wharton 
provided an overview that detailed three levels of gender study: individual, interactive, 
and organizational. Wharton also pointed out that all three levels have an interconnection. 
Significant changes in one level will ultimately affect the other two. Wharton recounted 
international data samples and concluded that gender researchers and activists have 
unexplored settings where gender equality has yet to materialize.  
Individual gender studies focus on bodies, minds, and personalities, as well as the 
extent and origin of differences between sexes (Wharton, 2012). Freese and Shostak 
(2009) found that other gender studies researchers viewed scientific advances as a way to 
explore how genetics and biological factors determine individuals’ gender expression. 
Other scholars have focused on the individual as affected by localized environmental 
factors, such as how girls respond to prenatal male hormones (Udry, 2000). Bem (1983, 
1993) added more literature on socialization between individuals after observing 
children’s interactions and determining that children use gender to self-identify and to 
sort new information. 
Interactionist gender theorists view gender, and especially categorization, from a 
viewpoint that stresses the role of social interaction (Wharton, 2012). Particularly salient 
to this study are frameworks that focus on changes of behavior in various situations (i.e., 
performativity); how men and women interact may depend on the nature of their tasks. 
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Kanter (1977) and Roth (2004) both explored how women may act as token minorities 
that give men additional comfort, but nonetheless receive dead-end positions isolated 
from the larger socio-cultural network of the organization. 
Organizational gender theorists borrow many concepts from interactionist 
perspectives, but specialize in identifying how interactions and their results become 
ingrained in patterns, rules, beliefs, and unseen understructures that come to make up 
institutions/organizations (Wharton, 2012). Various organizations, businesses, and social 
institutions like sports have all inspired studies about how organizational culture 
contributes to creating, recreating, or enforcing ideas about gender. 
Gendered organizations, despite having similarities, remain different from one 
another in many ways, creating a need for researchers to apply gender theories 
established by Acker in various situations. Britton (2000) addressed the gendering of 
occupations within organizations, and posited that more useful gender theories may 
emerge by thoroughly defining concepts in context of specific environments. The ideal-
bureaucratic organization described by Britton, has a variety of manifestations and 
contextual nuances. Further, Britton (2000) labelled sex composition as an organizational 
trait, wherein majorities of masculine or feminine bodies gravitate toward gendered 
positions (i.e., female secretaries, male CEOs). In turn, sex compositions and other 
aspects of gender privileging stem from hegemonically defined masculinities, an 
expression of the invisible male. As an example of this, Britton described organizations 
as placing “a premium on gendered characteristics, such as physical strength…” (p. 423). 
Britton remarked that women, in pursuit of breaking past sex stereotypes, either had to 
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negotiate with or adopt the traits perceived as belonging to successful males (p. 427).  
Notable Organizational Gender Studies: Corporate and Public Work Zones. 
Researchers have proposed the concepts of gender regime and gendered roles to 
help explain what one may expect from organizations. Connell (2006) described a gender 
regime as an overall configuration of organizational gender relationships expressed in 
patterns in sex-stereotyped roles. Connell also detailed hierarchical authority structures as 
crucial to gender inequality patterns.  
Kanter (1993) performed a corporate case study and found patterns and situations 
similar to those outlined by the researchers above. The author observed a hierarchical 
power structure that pressured workers to perform and conform to various gender 
stereotypes. Kanter observed sex compositions in the form of women only participating 
in certain roles, including secretary and assistant. Citing the concept of tokenism, Kanter 
noted that the organization began to view women in ways typical of token minorities. 
These traits included increased visibility, contrast (an exaggeration of difference between 
tokens and non-tokens), and the expectation of assimilating male traits. Participants noted 
the existence of conformity pressures that appeared throughout the organization. 
Ascending the career ladder, Kanter noted, could result in women reaching mid-level 
managerial positions that lead to nowhere, compared to mid-level positions held by men 
that often lead to upper management jobs. The author described dead-end positions as 
creating depressed aspirations.  
Kanter’s study also acts as an example of a non-combative case study: The 
researcher stressed that identifying villains acted against the goals of the research and that 
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the results did not imply any individual onus for creating gender inequality. Likewise, my 
framework and research questions did not assume the existence of overtly sexist practices 
by individuals associated with the host band program. My interest lied not in finding a 
person responsible for gender stereotypes; years of experience and observations 
suggested that the problem lies beyond any individual’s purview. Rather, my research 
goals revolved around discovering how bands in the region implicitly sustain gender 
roles, stereotypes, and patterns over time.  
Heilman (2001) explored the lack of opportunity for women to advance further up 
the corporate ladder, and suggested that the lack of females in upper management 
positions created an environment where women did not receive promotions. Gender roles 
and heavily stacked sex compositions in careers, according to the researcher, engender a 
cyclic relationship where underwhelming numbers of women in management results in 
fewer female participants in the hiring process. Heilman used this cycle to explain how 
women may have an above average representation within an organization, but still not 
break beyond the glass ceiling. This idea resonates strongly with Kanter’s (1993) findings 
that women peaked in middle management positions while men had opportunities to 
advance further.  
Heilman also noted that stereotypes appear resistant to change despite increasing 
numbers of women in the workforce, and stated that stereotype-based norms contained 
“should nots” that serve to restrict the behaviors of women. The concept of “should not” 
scripts helps to explain why women who adopt masculine traits may yet find themselves 
passed over for promotion. Heilman concluded that the organization saw management as 
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a “manly” business, and that corporate evaluations and hiring processes will continue to 
be gender biased. Competence alone did not assure women’s ascent up a career ladder.  
Connell (2006) examined gender arrangements in public organizations and strove 
to understand structural complexities in order to help create gender equity. Examinations 
of 10 public work sites revealed attempts to decrease gender divides in occupations, but 
Connell noted feelings of resentment toward changes in gender relations. These changes, 
however, reflected a change only in horizontal segregation. In line with observations by 
Heilman (2001), Connell (2006) observed that predominantly men held managerial 
positions and chose male candidates during the hiring process. The author concluded that 
labor division remains a challenge for women, even in public-sector organizations that 
ostensibly dedicate themselves to equal opportunity. Although researchers may observe a 
cultural trend toward gender neutrality, much remains for organizations to change about 
established authority structures. Negative reactions to any changes in organizational 
gender hierarchies, likewise, create obstacles to removing unfair hiring practices.  
Musicology and Music Education Studies on Gender.  
Organizational gender sociology heavily informs this study from a theoretical standpoint, 
with conceptions such as gender regime, sex composition, the invisible male, and 
behavior scripts contributing to this study’s research questions and data analysis. Other 
salient studies come directly from music. In particular, musicology and music education 
researchers have at various times explored issues of gender present in public schools, 
music history, and the cultural images of music and musicians produced in popular 
consensus and in published media.  
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 New musicology refers to a wave of music researchers who rose to prominence in 
the 1980s and who broke away from a perceived over-reliance of musicology on source 
studies and facts. Kerman (1991) noted this group’s dedication to socially informed 
research. This commitment has manifested in applications of gender theory, feminist 
studies, and critical theory to musicological problems. Several studies within this field 
contain salient insights and data about music and gender, both in historical perspective 
and in regards to conducting music research that is sensitive to issues that affect sexual 
minorities in musical contexts. 
 McClary (2002a, 2002b) must receive credit as a scholar who helped establish the 
credibility and significance of music-based gender research, and in particular as viewing 
music as inseparable from the contexts in which music making takes place. In Feminine 
Endings, McClary (2002a) explored music as a gendered discourse by focusing on the 
sonata form as a corollary for attitudes on gender and sex, how Madonna’s music 
incorporates a dichotomy of purity and impurity, and how Laurie Anderson’s work 
highlighted ways that women make contributions to Western music from marginalized 
and isolated positions. Later, in Conventional Wisdom, McClary (2002b) argued for 
music as inseparable from cultural contexts. Examining the consequences of ensemble 
gender roles and students’ tactics for negotiating with gender stereotypes reflects the 
mindset put forth by McClary. 
 New musicology also revealed that the connection between sex and instrument 
assignment is not a new idea. Solie (2004) explored the ramifications of piano playing as 
a feminine gender-typed activity during the 19th century. Borrowing aspects of Butlerian 
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performativity, Solie describes the desire to place women at the piano as “girling,” a 
cultural phenomenon that both helps to mold “girls appropriate to the needs of the society 
they live in” while simultaneously signifying a personal performance of girlhood (p. 86). 
Akin to Foucault’s (1995) conception of power, girling could apply both to resisting 
social power and to reassuring a young girl of her ability to perform according to social 
and familial expectations. 
 Solie (2004) addressed how music making became associated with femininity 
during the establishment of the bourgeoisie middle class during the 19th century. As a 
man’s contribution to the nuclear family began to revolve around career ambition, work 
ethic, and the ability to provide money for a family, aspects of life that people had to 
repress in order to support this mentality became projected upon the Everywoman, his 
opposite. Nineteenth-century domestic life often revolved around ideas of duality, and as 
the piano became a symbol of the middleclass home, it became a girl’s place to provide 
entertainment using the instrument. 
 The piano came to represent more than an instrument to nineteenth-century girls 
(Solie, 2004). As noted above, the association of the instrument with femininity helped 
cast young women as home entertainers who provided the “cultural consolation of music” 
(p. 99). Pianos also acted as a tool of discipline, and an ersatz friend to whom girls could 
confide their emotions or use as a way to deflect suitors. As Americans moved west, girls 
viewed the piano as a bastion of civilization that became so important that records exist 
of young women sending their brothers back east for the sole purpose of dragging the 
large instrument to their newly founded western home.  
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 Of course, this description of the piano as a way to achieve girling applies mainly 
to middle-class bourgeoisie daughters, who were mainly amateur musicians, and not 
professional music making. Among the famous professional pianists of the time, there are 
names like Chopin, Liszt, Czerny, and Beethoven. Notable exceptions certainly exist, 
including Clara Schumann and Fanny Mendelssohn, but such exceptions often come with 
stories of the women struggling to maintain their performing careers. Reich (1987) 
explored how Clara Schumann undertook childrearing and other domestic tasks while her 
husband, Robert, toured and composed. Reich (2003) also explained how Fanny 
Mendelssohn’s father and grandfather stifled her attempts to compose and perform. Both 
men held that such activities were appropriate only for her brother. In Fanny’s case, 
especially, considerations of class became involved, as her grandfather’s reasons for 
holding back her ambitions stemmed primarily from his opinion that girls of Fanny’s 
high social standing were not to compose. 
 Academics are still producing the history of instruments as gender-typed and 
analyses of how their gendering may change. The piano as a feminine instrument, at least 
among amateurs, does have an established history that goes back to at least the 
nineteenth-century. The divide of instruments’ gendering between amateur and 
professional circles may still exist—a possibility worthy of future research. 
Within music education, Million, Perreault, and Cramer (2002) discussed how 
patterns, or regimes, in gender roles directly influenced musicians. The authors 
admonished a development of stigmas against musicians who perform on a non-gender-
conforming instrument, and applied gender activation theory to explain how perceived 
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expectations regarding gender/instrument pairings may create stigmas when performers’ 
instrument choices differ from social expectations. Notably, Ridgeway and Smith-Lovin 
(1999) also suggested that understructures of gender difference lead to changes in 
individual interactions. Gender regimes and roles may stem from a variety of social or 
organizational symbols. 
Macleod (1993) examined the history of women in orchestra and bands in the 
mid-19th to late 20th century, and specifically how women’s success in music, as in other 
disciplines, “was shaped and defined by gender expectations” (p. 291). The author also 
noted that male distress over females choosing masculine instruments has existed since at 
least the 1850s. Macleod examined the writings of critics and educators from the time, 
and found negative descriptions of female performers. The critics and educators expected 
women to perform in ways that did not cause physical exertion, did not compromise a 
graceful posture, and did not exceed modest volume levels. These societal rules, Macleod 
wrote, precluded participation in early marching band, at least on instruments, with 
women’s de facto assignment to color guard or twirling squads resulting consequently. A 
trope of women’s bodies as the cause of negative reactions appears multiple times. 
Unbelieving critics reacted to successful instrumental performances with wonder and 
amazement. For instance, a man’s inability to cope with female musicianship resulted in 
Henderson’s (1935) “Music and Musicians,” an editorial that questioned heaven’s 
opinion of female performers by asking, “Does anyone want to see a woman playing a 
bass drum…a forgiving heaven has often looked down on the puffings of the lady cornet 
soloist” (p. 9). Macleod (1993) further examined participation in early 20th century band 
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programs, and pointed out the inherent shallowness of supposed equal participation 
policies. Besides often finding themselves restricted to flag or baton, Macleod discovered 
that competitions often excluded girls entirely, partly due to late-19th- and early-20th-
century concerns that school music may become sissified (p. 300). In fact, band directors 
often strove to keep band a masculine activity that existed to “cure” boys of frailness and 
to prevent gang membership. It was seen as “wholesome” that young men receive their 
first associations with music via instruction by another man, who in turn should appeal to 
boys’ “inherent love of the military” (p. 301). Macleod concluded that men’s concern 
over women’s participation in band helped create the still-observed baton and flag-
twirling tradition for young women in band. Traditionally feminine roles reflect 
Foucault’s (1995) self-enforcing power structures create various unstated/stated 
stipulations. These unstated strictures caused females to submit to a variety of behavioral 
and performative scripts authored by males. 
The link between public school band programs and military organizations, or 
notions of discipline generally, invite a comparison to the expansion of Junior Reserve 
Officer Training Corps (JROTC) programs during the 20th century. Ayers, Kumashiro, 
Meiners, Quinn, and Stovall (2010) explained that school administrators instituted 
JROTC after 1914 as a cure for a panoply of societal ills, including the physical 
improvement of frail, “hollow-chested boys,” the instillation of patriotism among 
citizens, and the bolstering of masculinity, particularly among immigrants, who were 
seen as needing to develop a “manly readiness” (p. 96). In the late 20th century, little had 
changed, with military programs touted as a way to teach responsibility, time 
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management, leadership, and self-confidence. This mirrors efforts outlined by Macleod 
(1993) to masculinize participants in band programs. Advocates and directors often 
promote marching band, a type of militarized music education, as a way to provide 
structure and discipline. Like the military, marching ensembles employ uniforms, 
hierarchical command structures, and practices military-style drill.4  
Music Education Studies: Gender-Typed Instruments and Roles.  
As mentioned in the previous chapter, researchers have identified gender-typed 
instruments in large ensembles, including both school and professional settings, since the 
1970s. Abeles and Porter (1978) offered a multi-part study that highlighted the multiple 
interrelated groups that create the reciprocal relationships such as those discussed in other 
studies of performativity, behavior scripts, and organizational gender. In the first study, 
they explicated the beliefs held by adults about gender associations and instruments. 
When asked to pick what instrument their hypothetical fifth-grade son or daughter would 
play, subjects selected clarinet, flute, and violin for their daughters and drum, trombone, 
and trumpet for their sons. The list only included eight instruments, but the selection of 
drums as the top choice for boys shows an established masculine identity for percussion 
as far back as the late 1970s.  
In the second study, Abeles and Porter (1978) asked both music majors and non-
majors (N = 58) to categorize instruments as masculine or feminine. The scholars used 
the same eight instruments as in study one, and found similar results. Participants ranked 
                                                 
4 Some university bands, such as Iowa University and Boston University’s marching bands, 
originally manifested as ROTC bands. 
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flute, violin, and clarinet as feminine most consistently, and trumpet, trombone, and drum 
as the top-three most male instruments (in descending order) consistently. In study three, 
Abeles and Porter distributed a survey to children in grades K-5. The purpose was to 
determine what gender associations young children held and if they changed with age. 
Results showed boys as having consistent instrument preferences across all grades, but 
girls gravitated toward traditionally feminine instruments over time. By third and fourth 
grade, the students clearly preferred gender-typed instruments consistent with the 
associations found in college students and adults.  
 In study four, the authors showed pictures and played recordings of instruments to 
children in daycare, aged three to five, using different presentation styles in three 
different groups. Girls favored both masculine and feminine instruments and picked more 
instruments than boys picked. Boys reacted differently depending on the style of 
presentation, suggesting that pictures of children playing instruments may affect children 
differently than pictures of instruments alone. Many later researchers examining the 
effect of role models, including Gould (1996) and Koza (1992a, 1992b, 1994), would 
attempt to demystify the connections between gender and cultural representation (or the 
lack thereof). As Marshall and Shibazaki (2012) noted, children as young as three 
espouse the typical gender stereotypes regarding instrument assignment.  
 The same team of researchers returned the following year with an examination of 
historical and contemporaneous opinions regarding girls’ instrument placements (Porter 
& Abeles, 1979). The authors found schools to be a primary socializing agent responsible 
for girls’ gradual decline in performance over time. Girls, who out-perform boys in 
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earlier grades, soon fall behind due to the “various roles they are expected to play” (p.48). 
This observation recalled ideas about scripts and performativity given by Foucault (1985) 
and Butler (2006), albeit without explicitly naming them. In this study, Abeles and Porter 
also used statistical data to show the gender associations of career roles, and only found 
two viable music-related career paths for women: pianist and singer. Boys had a much 
wider range of choices, including band leader, violinist, choirmaster, and trumpeter. 
Notably, some traditionally feminine roles only appear viable as a male profession, a 
finding that hints at the masculinization of leadership seen in many organizations 
(Kanter, 1993). Specifically, Abeles and Porter (1979) theorized that people see groups of 
feminine singers, whether biologically female or male, as needing a strong masculine 
leader. 
 Griswold and Chroback (1981) attempted to replicate the study of gender 
associations among college students in order to extend understanding connections 
between sex stereotyping and college major. Noting the limited instrument pool used by 
Abeles and Porter (1978), the researchers included an extended list of 17 instruments, 
plus categories for band and choir conductors. Data showed the most feminine 
instruments to be harp, flute, piccolo, glockenspiel, and choir conductor, and the most 
masculine instruments to be tuba, string bass, trumpet, and bass drum (both lists in 
descending order). Music majors classified clarinet and bass guitar as more masculine 
than did non-majors. Griswold and Chroback hypothesized that this discrepancy in 
ranking occurred due to different experiences with the instruments.  
 Besides setting up questions about how experiences affect the gender typing of 
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instruments, Griswold and Chroback (1981) also made an important distinction that is not 
always present and never formally addressed in research. When authors lump all 
percussion instruments together as “drums” they always top of the list of masculine 
instruments. When different percussion instruments receive individual listings, such as 
glockenspiel and bass drum, different perceptions regarding the masculinity and 
femininity of the two instruments appear (see also Zervoudakes & Tanur, 1994).  
Although plentiful data exist that detail the gender typing of the woodwind family 
and brass family, we currently lack a clear picture of what the full gender spectrum for 
the percussion family might look like. Abeles and Porter (1978), Delzell and Leppla 
(1992), and Johnson and Stewart (2004), as examples, provided data for specific 
instruments in the woodwind and brass families, but not percussion. While one may see 
the exact difference in gender ratios between clarinet and flute, a blind spot currently 
exists about who plays timpani versus who plays glockenspiel. This lack of data stems 
partly from studies that researchers have conducted mostly in high school concert band 
and/or middle school band environments, percussion instrument assignment changes 
from piece to piece. In contrast, students in marching band often receive permanent 
placements. When a director assigns a student to bass drum for the semester, the situation 
is different from one where a student can change instruments several times a semester. 
Further research can help educators understand the nuance that exists when comparing 
marching band to concert band. 
 Delzell and Leppla (1992) and Abeles (2009) returned to the original Abeles and 
Porter (1978) study to determine if the gender stereotypes observed in their original study 
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had changed in the following decades. Although slight differences manifested between 
the two studies in the ranking of instruments on a masculine/feminine scale, percussion’s 
ranking as a highly masculine-typed instrument, and as one usually played by boys, did 
not shift. Delzell and Leppla (1992) did establish students’ choice of favorite instrument 
as related to instrument timbre and the existence of friends that played the instrument, 
and further linked dislike of an instrument to its physical size or heaviness (p. 99). Abeles 
noted that gender associations “appear to restrict participation in some music education 
experiences” (p. 137). 
 Studies of instrument preference have revealed several factors that influence 
student choice. Fortney, Boyle, and DeCarbo (1993), administered an 11-point survey to 
middle school students that asked them about the influences that factored into their 
instrument selection. Among the ten identified trends from the data were sound (51%), 
middle school music teacher (31%), parents (21%), friends (14%), and instrument size 
(13%). Demographic percentages reinforced the findings of previous studies (Abeles, 
2009; Abeles and Porter, 1978; Delzell & Leppla, 1992) with flute played 90% by girls 
and percussion staffed 90% by boys.  
Sinsabaugh (2005) conducted interviews with students who chose gender-atypical 
instruments. The researcher conducted a qualitative analysis of student interviews, parent 
interviews, and ethnographic field notes in order to understand more fully the relationship 
between instrument choice, personal characteristics, socio-economic factors, and race. 
The data revealed that timbre preference factored heavily into student choice, as did 
personal body size. Further, Sinsabaugh theorized that a larger build might lead students 
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to feel less intimidated by large instrument. Additional influences came from peers, 
teachers, and family members. One boy in Sinsabaugh’s study stated that girls were not 
physically suited for playing drums due to lack of arm strength. Furthermore, one female 
trumpet player commented that a larger physical stature made her suited to play a gender-
atypical instrument (p. 144). Strikingly, two girls described themselves as having a body 
type unsuitable for their atypical instrument choice (p. 161). One student cited the 
popularity of the students playing percussion as an influencing factor. Boys and girls 
alike reported seeing musicians of their gender playing their instrument, and no one 
reported receiving either positive or negative attention because of their instrument choice. 
Cramer, Million, and Perreault (2002) did find evidence that peers judge people 
negatively based on their instrument choice. In a study of college students (N = 98) who 
viewed pictures of males and females playing instruments, participants described 
musicians who played traditionally feminine instruments as having feminine personality 
traits, and consistently described instrumentalists playing traditionally masculine 
instruments as more dominant. Participants described people playing gender-atypical 
instruments as having negative personality traits more often than those who played 
gender-typical instruments. Specifically, participants judged boys harshly   who chose 
feminine-typed instruments, describing them as lacking leadership ability, lacking 
dominance, and appearing less active. The researchers concluded that students might feel 
inhibited in their instrument choice due to the negative social judgment that comes along 
with playing a gender-atypical instrument. In conclusions, the researchers determined that 
an absence of role model gender-atypical instrumentalists exacerbated this problem, with 
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both performing and non-performing peers relying on expectations based on media and 
experience to help determine the masculinity/femininity of an instrument. 
Conway (2000) conducted a phenomenological study on factors related to student 
instrument choice, and found that parent preference influenced students in ways that both 
steered students away from some instruments and that directed them toward others. 
Parents told one girl who wanted to play drums, “No way” (p. 11). She chose flute 
instead, a choice that happened to reflect her parents’ wishes. Other students reported 
their peer group as influential, such as a female baritone player who reported herself as 
“friends with the other girls who were going to play” (p. 12). Results also suggested that 
students believed gender associations would change, or even, disappear, in the near 
future. The researcher concluded that academics should study specific cases in order to 
better understand instrument gender-typing. 
Musicians experience other gender stereotypes that extend beyond instrument 
choice. As suggested by Griswold and Chroback (1981), public perception also 
recognizes musical leadership roles as gendered. Gould (1996) pointed out the continued 
type-casting of women as private, choral, and elementary school teachers, and that 
instrumental education programs historically originated with male ministers who taught 
singing, many of whom were friends that recommended each other for positions 
throughout their careers (p. 17). The similarity between pubic school band programs and 
military bands, both all male from their 19th-century beginnings to relatively recently, 
established the phenomenon of the male band director in a historical light. Gould, in her 
interviewing of several female band directors, concluded that social pressures played a 
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heavy role in discouraging women from the band director field, and that role models 
appeared as a significant factor in all the women’s career choices.  
Gould (2012) further explored the maleness of the band director, and school 
bands in general. In a historical analysis, the researcher described bands as “tacitly 
exclusionary” and designed to remain “the purview of white, middle-class men . . . 
characterized by heterosexuality and hegemonic masculinity deployed in an effort to fend 
off . . . the feminizing effects of music” (pp. 101-102). Recall here other instances of anti-
feminine sentiments in music, including the boy who chose drums to boost his status 
among peers via increased masculinity (Sinsabaugh, 2005), and the harsh judgment 
exhibited toward men who choose feminine-typed instruments (Million, Perreault, & 
Cramer, 2002). Gould connected the school band with military organizations and, 
explaining the effects of hegemonic masculinity in an ensemble, declared that a 
homosexual panic can break out among musicians due to any challenge of the 
heterosexual order. Women, Gould observed, must negotiate with hegemonic masculinity 
in the band organization, in effect, describing another version of the behavior scripts seen 
in other gender research (Foucault, 1995; Kanter, 1993).  
Bands are historically associated with the military, and bands continue to suppress 
feminine traits or, sometimes, as in the case of the marching band uniform, foreclose any 
possibility of musicians ever expressing them. The uniform, another manifestation of the 
“invisible male” phenomenon (Acker, 1992), theoretically exists to make everyone 
uniform and unidentifiable, but in practice, serves to make everyone in the shape of a 
militaristic male. Gould (2012b) concluded that, although some exclusionary practices 
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eventually ended due to the force of law, understructures still exist that enforce and 
recreate various gender stereotypes and sex compositions. For instance, the author’s 
previous findings illuminated the predominant maleness of band directors (Gould, 1996). 
 Organizational gender studies also focus on gender’s media depictions in a 
culture, including how pictures in an environment can help to enforce gender stereotypes. 
Koza (1992a, 1992b, 1994) surveyed textbook images in order to determine if males and 
females received equal representation. Consistently, Koza uncovered an assumed male 
normality, with females depicted in passive roles versus depictions of males actively 
performing. Male composers appeared so often that sections about female composers 
came across as overly highlighting their different biological sex.  
 I reviewed this robust body of gender studies from multiple disciplines to help 
prepare for the research I conducted at Sunny Hill High School. Just as important as the 
existing literature, however, is the methodology I employed. In the next chapter, I will 
detail the case study, its origins and appropriate uses, and the protocol I used when 
conducting research visits. 
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Chapter 3: Methodology 
 In this study, I explored the influence organizational gender understructures had 
on high school percussionists. Gender understructures refer to implicit or explicit aspects 
of an organization’s culture, environment, or structure that create or perpetuate gender 
norms, roles, myths, or otherwise create different experiences based on one’s gender or 
gender performance (Acker, 1990, 1992; Butler, 2006). My research questions reflected a 
desire to capture not only individual experiences but also relationships between 
participants and the housing organization, and therefore revolved around events as they 
occurred within the SHHS band organization. I studied how students negotiated with 
gender-stereotyped expectations. Previous quantitative studies detail gender ratios within 
band programs and opinions about the masculinity/femininity of various instruments 
(e.g., Wrape et al., 2016). Qualitative explorations of the contexts surrounding gender 
stereotypes or expectations, however, exist in comparatively smaller numbers. To capture 
students’ experiences, views, and opinions accurately, I adopted a qualitative case study 
methodology that utilized interviews, focus groups, observational field notes, and artifact 
analysis. 
 Grbich (2013) wrote that qualitative research contains an underpinning set of 
assumptions that grant value to subjectivity, allocate power to research subjects, and 
encourage a holistic view for examining “the structures impacting on the setting such as 
policies, culture, situation, and context” (p. 5). Qualitative data’s strengths include the 
ability to portray ordinary, real-life situations. Qualitative research involves a grounding 
in localized settings that researchers examine, often over long periods, to capture not only 
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events but the meanings people attach to them (Miles, Huberman, & Saldaña, 2014). 
These assumptions and strengths suited this study’s research questions and harmonized 
with the overall purpose of exploring a contexts’ specific effect on students. Although I 
gathered qualitative data in the form of interviews, focus groups, and observational field 
notes, I recognize the continuing value of quantitative data to gender studies like this one; 
in fact, extant quantitative data (i.e., Abeles, 2009) inspired this study by prompting 
questions of “why” or “how” regarding students within a culture.  
 More specifically, I constructed an exploratory case study to research the Sunny 
Hill High School Band’s culture, including percussionists, directors, and how both 
behaved in rehearsal environments. As a technique, case study analysis allows for the 
observation of multiple levels of an organization simultaneously, while focusing on a 
single unit of analysis within the organization (Yin, 2014). The data sources gathered—
individual interviews, focus groups, observational field notes—enabled me to analyze 
multiple levels by allowing for individual input from both students and directors, using 
insights gained during focus groups, and relying on firsthand observations gathered over 
the course of the semester to depict how participants operated within the band 
environment. In this chapter, I will explain the rationale behind the choice of qualitative 
methodology and the case study, while explaining my procedure used to research the 
Sunny Hill High School Band. Below, I will detail the strengths and weaknesses of each 
data source. 
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Constructionist Epistemology 
 As stated above, I explored the contexts in which percussion students operated 
during this study. Namely, research occurred within a public-school wind band program. 
The research answered questions of “how” students recognize and negotiate with 
stereotypes and gender roles within an organizational framework (the wind band, which 
includes percussion), in hopes of supplementing quantitative data that supports the 
continued existence of stacked gender ratios and perceptions of gender-typed instruments 
(Abeles, 2009). In order to aid in the alignment of various parts of the study, the 
epistemological decision to use constructionism guided other choices, such as data 
sources, methodology, and data analysis.  
 Constructionism seeks to collate and synthesize participants’ views, experiences, 
and interactions with one another in order to construct a picture of reality (Creswell, 
2013). Under this paradigm, researchers view reality as complex and changing. 
Researchers employing constructionism do not enter research sites with strong theories. 
Instead, inquirers utilize inductive reasoning to establish patterns of meaning (Creswell, 
2009). Participants may contribute differing or even conflicting accounts that nonetheless 
fit into an overall narrative. Although it seems counter-intuitive or even deleterious for 
efforts to depict reality, the assumption of a complex reality requires researchers not only 
to record, but also to make sense of disparate narratives and the ways they intersect 
(Glesne, 2011). Alternative narratives may indicate ways that social interaction changes, 
or codes, reality for participants. Rather than stifling the research, the existence of varied 
accounts can serve as interpretive catalysts. What may begin as simple depictions of 
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actions and words, before long, transforms into an analysis of behavior patterns that 
include camaraderie and tension between individuals or subsets of participants, the type 
of language used to address one another, or myriad other social processes.  
 Denzin and Lincoln (2011) described qualitative research as “a situated activity 
that locates the observer in the world” (p. 3). Constructionist epistemology, likewise, 
assumes a naturalized setting in which a researcher gains insight from interactions with 
others, observed reactions of participants to cultural factors, and emphasis on individual 
perspectives and interpretations of reality. A naturalistic or personalized presentation thus 
emerges as data moves from a collection of individual narratives into emergent meanings 
(Trainor & Graue, 2013). 
By design, this study reflected fundamental aspects of constructionism. The 
SHHS instrumental music building served as the research location. Observations 
occurred during regularly scheduled practices, both during and after the school day, and 
at a routine end-of-the-year concert. Interviews and focus groups conducted throughout 
the semester capture individual interpretations. I used inductive reasoning in the final 
analysis to establish patterns of meaning without disregarding conflicting or irregular 
narratives. Rather, conflicting narratives served as evidence of the SHHS band’s status as 
a complicated, co-generated social setting.  
Alignment between epistemology and study epitomizes a strength of design 
(Creswell, 2013). The choice of a logical and appropriate way to gather and treat data 
further helps to establish validity, or even create basic coherence. The study’s research 
questions and premise required a focus on a small group of people within a larger 
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organizational framework. A single band program, treated as an organization, acts as this 
larger framework. Importantly, the setting may or may not compare to another 
organization in a future study. Research built around a single program correlates with the 
idea of understanding a single case. Indeed, the use of case study methodology seemed a 
logical choice for a collection of researcher-formed analyses driven by the identification 
of themes or issues within data (Creswell, 2013, p. 99).  
The Case Study 
 I conducted my research as an exploratory case study. Although several different 
methodologies (including ethnography or phenomenology) presented ideal options for 
research involving high school students, the case study ultimately aligned most closely 
with the research questions and epistemology. In this section, I will explain the 
appropriateness of conducting this research as a case study, delimit and define 
terminology clearly in order to depict the type of case study performed, and account for 
recognized, common weaknesses of case study research. 
 The case study has a history within many scholarly disciplines (Hamel, Dufour, & 
Fortin, 1993). Besides acting as a common tool among social scientists, business school 
faculties and public policy makers commonly perform case study research. (Glesne, 
2011; Yin, 2014) As an older methodology with many applications, several variations of 
structure and scope exist, along with equally disparate ideas about what passes for 
standards of rigor when performing a case study.  
Bogdan and Biklen (2007) described the historical organizational case study as a 
study that captures the development of an organization over time. Completing a historical 
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case study for an organization requires the existence of historical data, including the 
testimony of participants who are long-serving members of the observed organizations 
observed, old photographs, and archival records. Due to the necessity of historical 
records and accounts, historical organizational case studies require a substantial amount 
of preliminary research to ensure that historical data exists before beginning the process 
of researching. Researchers intend observational case studies, in contrast, to focus on an 
organization and its members as they exist at the time of research. As an observer in an 
active, changing environment, the researcher in this type of study must have knowledge 
of the formal and informal structures of an organization, and remain aware of how their 
presence influences the participants they observe. 
Yin (2014) recognized that researchers design different types of case studies to fit 
the needs of particular fields. Many professionals in education, business, and public 
policy use case studies as teaching tools or recordkeeping tools, rather than as social 
science research models designed to investigate and answer research questions. Educators 
and business professionals construct “teaching tool” case studies without oversight and 
without concern for addressing validity. Recordkeeping case studies, as found in medical 
practice and social work, feature data structured in ways consistent with case study 
research, but entirely different uses and standards for practical application than case 
studies designed for research purposes. 
Yin (2014) divided case studies designed to answer research questions and 
intended to undergo checks for rigor and validity into three types: exploratory case 
studies that help identify issues, questions, and conditions to receive examination in 
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future studies; descriptive case studies that describe phenomena and conditions in real-
world contexts; and explanatory case studies that explain why or how a condition 
emerged. I created this study’s research questions around “how” and “why;” therefore, 
explanatory acts as the most appropriate designation. 
Case studies also differ depending on the scope of the project, specifically, the 
amount of data examined in the course of the research. Bogdan and Biklen (2007) 
identified single-case studies and multicase studies. Single-case studies operate using one 
case – that is, an examination of one organization or one set of participants. Multicase 
studies either use previous studies for comparison to new research, or involve a 
researcher comparing and contrasting two or more cases examined simultaneously. Yin 
(2014) likewise recognized single-case and multiple-case design structures, but also 
detailed a process by which researchers may embed multiple units of analysis within the 
context of a single case. The embedded case study uses multiple units of analysis, which 
may manifest as two subsets of people that exist within a single organizational 
framework.  
Despite the existence of various case study archetypes across different disciplines, 
the methodology has common features, established procedures, and predictable strengths 
and weaknesses. These commonalities can help determine if the model is useful to 
researchers. I began this study by formulating an explanatory, single-case study that 
aligned with the study’s premises and research questions. Yin’s (2014) version of case 
study acted as the primary model, although below I describe other authors who 
influenced my methodology. 
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From Bogdan and Biklen (2007), I adopted the practice of logging the time spent 
in the research setting, and considered how the days and times I spent researching 
determined what I saw and heard and, more importantly, what I did not see or hear. For 
example, it is important that one reads the results of this study with the timeframe of 
research in mind; it was during concert season, yet other ensembles appear throughout the 
data, which perhaps reflected participants’ overall mindset about the program. Bogdan 
and Biklen (2007) also laid out a plan for sorting and labeling codes that I used in 
preliminary data analysis, including the treatment of segments of text as units of data, and 
the practice of printing data to sort by hand.  
Gerring (2004) argued that scholars had previously portrayed case studies as 
antagonistic versus non-case study research, and that contemporary researchers should 
instead view the inherent traits of case study as a set of tradeoffs (pros and cons) when 
compared to other research methods. Like Yin (2014) and Bogdan and Biklen (2007), 
Gerring (2004) sought to help people understand when case study methodology is useful. 
According to Gerring (2004), case study research is helpful when descriptive inferences 
are desirable, when researchers seek to illuminate causal mechanisms and intend to 
conduct exploratory research, among other contexts. These arguments informed my 
conception of case study’s utility as a research method and helped solidify my decision to 
choose it for this project.  
Merriam (1998) influenced the way I approached the different data types, such as 
proceeding with the mindset that observations are firsthand information and interviews 
are secondhand. Merriam’s (1998) list of things to observe also factored into my 
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observations, especially the idea of noting conversation, who speaks, and who listens. I 
also adopted the idea of noting many nonverbal communications, which helped lead me 
to theory of multiple percussion zones within the ensemble space. Finally, Merriam 
(1998) described an emic perspective that involves using terminology found in the 
research setting, as opposed to theoretical terms developed by the researcher (etic 
perspective). The emic perspective appears for example, in the use of the term “chops” in 
my data analysis. 
 Yin’s (2014) contributions, however, drove the formation of procedures for 
gathering data, analyzing data, and establishing validity. Yin’s incorporations of various 
epistemological considerations, particularly the ways scholars can answer questions with 
case studies, made his models ideal for this research. The concept of units of analysis that 
represent subcultures or sub-populations within an organization also aligned with my 
research goals, which aimed to capture experiences of percussionists within a housing 
music education program. The types of evidence considered for this study all receive 
attention in Yin’s discussion, with detailed explanations of the uses of observations, 
interviews, and artifacts. Finally, and perhaps most importantly, Yin’s model stressed the 
importance of using triangulation to build and maintain a chain of evidence; I wrote the 
conclusions of this study in a way that various data points articulated in the analysis 
support them. 
 Due to the methodology’s focus on participants within a context, constructionism 
pairs well with case study research (Yin, 2014). Constructionist research aims to 
synthesize meaning from several participants in an emergent manner; conclusions and 
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theories become formed as the researcher spends a significant amount of time with 
participants. Ideally, research occurs in a naturalized setting and accounts for 
participants’ social behaviors and reactions. Creswell (2013) described case studies as an 
investigation of a “real-life, contemporary bounded system” (p. 97). A case study’s 
bounded and defined system often refers to a specific time and place, with in-depth 
understanding as a primary goal (Creswell, 2013). Yin (2014) highlighted that case 
studies focus on collating narratives and/or opinions held by participants, with the 
researcher deriving levels of importance; these decisions inform the definitions of codes 
and the presentation of data.  
Case studies reflect the desire to understand a setting holistically (Glesne, 2011). 
Trainor and Graue (2013) named contextualization as one of their five case study 
benchmarks. I chose Sunny Hill High School, a naturalized environment in which I 
observed students during their established rehearsal routine, as the research site. This 
choice satisfies both the epistemological need for a naturalized environment and 
methodological imperative for thorough understanding of a bounded setting. The choice 
of a real-life setting without researcher-controlled behaviors, likewise, reflects typical 
assumptions of the case study and constructionism (Trainor & Graue, 2013; Yin, 2014). 
Constructionist epistemology’s alignment with case study methodology extends to 
aligning with the study’s research questions. In this study, I constructed research 
questions to guide my inquiry regarding how students negotiate with systemic gender 
stereotypes, how the band program implies and supports stereotypes and gendered 
expectations, and how students perceive physical/gender traits as associating males and 
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females with specific instruments. Yin (2014) specified that case study research “is most 
likely to be appropriate for ‘how’ and ‘why’ questions” (p. 29). Creswell (2013) 
described case studies as aiming for descriptions, both of the case and themes 
encountered within data. The pursuit of answering exploratory questions of “how,” in 
conjunction with exploring both student opinions and the importance of the 
organizational setting, supported the joining of constructionism with case study 
methodology in the current research.  
 Case study research, like all methodologies, contains inherent weaknesses for 
which a researcher must account (Creswell, 2013). Arguably, the primary difficulty in 
conducting a case study is that “case studies are complex” (Trainor & Graue, 2013, p. 
56). Yin (2014) warns that researchers often choose the methodology without recognizing 
the rigor required, the number of skills involved, or the nuance involved in structuring the 
research. Should the preparation phase for the study not protect against these difficulties, 
a researcher will encounter huge obstacles in managing data, coding, analyzing, and 
maintaining ethical guidelines. 
 One guard against case study’s inherent complexity comes in the form of creating 
a strongly bounded case. Choosing a setting defined by time, place, and a pool of 
participants helps clarify what data sources will provide the most important information 
and helps the researcher to predict various constraints/limitations, such as time or 
limitations on participant accessibility, that will exist (Creswell, 2013). Each case study, 
additionally, depends on a unit of analysis that the researcher will study closely 
(Creswell, 2013; Trainor & Graue, 2013; Yin, 2014). Although unmanageable 
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complexity may still emerge, the selection of a defined system, and a specific unit to 
analyze within that system, protects against excessive data gathering and inefficient 
analysis. 
 Yin (2014) explained that case studies, because of their contextualized settings, 
always have too many variables to capture. Therefore, sources chosen must eliminate 
anything unessential, yet still reflect the full scope of the setting. During the course of a 
project, a researcher should adjust to emerging data trends while abandoning fruitless 
ones, using ongoing analysis in a process of “progressive focusing” (Stake, 1995). 
Interview and focus group questions, therefore, changed during this study according to 
issues that arose. Yin (2014) realized this malleability and supported abandoning 
scientific interview protocols in favor of evolving questions that allow the researcher, 
who is involved in the setting and not detached from it, to continue searching for new 
trends in incoming data. 
 Qualitative researchers often cite lack of generalizability as another common case 
study weakness (Yin, 2014). In research with a single case, particularly, generalizability 
does not seem possible. In recent years, however, scholars have added nuance to the idea 
of generalizability that allows for in-depth descriptions of a single setting to have 
practical applications, albeit when utilized in appropriate ways. Dyson and Genishi 
(2005) determined that researchers may generalize case study results to bolster their 
personal understandings of how the world works (p. 115). Yin (2014) similarly declared 
that case studies generalize to theory, rather than specific populations. Researchers 
looking at case study data therefore may use results to construct theories that later receive 
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more generalizability in studies that consider larger populations.  
 Case study research presents a two-fold challenge of complexity and lack of 
traditionally defined generalizability. To guard against these obstacles, I designed this 
case study to account for variables within a bounded setting, i.e., percussion students and 
directors involved with SHHS during a specific semester. To protect against data 
oversaturation, I chose three data sources that reflected various levels of organization and 
work together to answer the research questions. Field notes served as a record of my 
observations of participants within a naturalized environment; individual interviews 
captured participants’ experiences and opinions; and focus groups examined group 
dynamics and interactions. I determined data saturation by a lack of new relevant data 
appearing in the sources (Yin, 2014).  
 Merriam (1998) described case studies as useful in situations where scholars 
cannot separate the unit of analysis from the context. In this study, my goal was to learn 
about percussion students (the unit of analysis) as participants within a band program (a 
bounded context). Although weaknesses exist for case studies, and indeed every type of 
research, my methodology aligned with the epistemology and data sources, and aided the 
creation of a final analysis that, while not generalizable, fully answered the guiding 
research questions.  
Template Studies 
 Several case studies provided models for the current research. Dabback (2006) 
analyzed a group of adult music learners and constructed an analysis that informed this 
study’s narrative style and presentation of data. Faivre Ransom (2001) conducted a case 
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study on adult participation in community ensembles that modeled procedures for study 
validity. Sinsabaugh (2005) performed study on high school students that mirrors the 
setup of this study in many ways, but focused on individuals from the entire band, as 
opposed to a subsection of the band and its relationship with the organization. Finally, 
although from outside music, Asmussen and Creswell (2013) performed a case study on 
students’ reactions to a gunman that helped with the overall presentation style. 
Study Parameters 
I gathered participants from high school percussionists participating in Sunny Hill 
High School Band during the spring 2017 semester. During the research semester, two 
ensembles operated with percussionists: the concert band class and the after-school 
concert percussion ensemble. The two band directors employed at the high school during 
the research semester were also participants.  
I chose the SHHS Band as a research group partly due to its program structure 
and size, which reflect, to the degree possible, the school district’s average band program. 
The district contains sixteen high schools that, according to the district’s instrumental 
music website, all have instrumental music programs. The concert band instrumentation 
consisted of a mixture of wind, brass, and percussion instruments. Students in concert 
percussion ensemble played common western percussion instruments (keyboards, 
timpani, drum set) and non-western instruments such as djembes. Similarly, all sixteen 
high school bands in the district employ both a director and at least one assistant director. 
The program consisted of a primary ensemble during the day, i.e. marching or concert 
band, with auxiliary groups, such as concert percussion and color guard, meeting after 
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school hours, another staple of district bands. Participants enculturated and trained in the 
SHHS band, therefore, experienced the district’s “typical” public school band program 
structure, meaning that a head and assistant director lead the program, the main ensemble 
class takes place during the day, with auxiliary ensembles rehearsing after school. In this 
study, I focused on the influence of organizational understructures on students, making 
the relative normality of organizational practices, even if only at the local level, of 
primary importance to establishing validity. 
Percussion students (17) and band directors (2) participated in this study. Of the 
19 total participants, 14 were male, and four were female. Both directors identified as 
male. When considering only students, females made up less than one quarter of 
percussionists. Students were in grades 9-12. Twelve student participants were 
underclassmen (grades 9-10) and five were upperclassmen (grades 11-12). 
Upperclassmen students were all male. The four female percussionists were all 
underclassmen. All participants were white. The minority percentage of female 
participants corresponds with recorded ensemble setting demographics (Abeles, 2009); 
the sex composition of SHHS band percussionists coincided with ratios recorded in 
published literature. 
The two band directors who participated played trumpet and percussion, and had 
27 and 14 years of professional teaching experience, respectively. The trumpet player 
occupied the head director position, with the percussionist serving as a full-time assistant 
director. The head director taught exclusively at the high school. The assistant taught 
band at a middle school and came to SHHS to direct the after-school percussion group. In 
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other semesters, the assistant director had participated in concert band rehearsals. Due to 
a middle school music teacher’s maternity leave, the assistant director had to assume 
complete directorship of the middle school band program during the research period. 
A note on gender versus sex in this study: Male and female was determined 
through the eyes of the organization, meaning that the student’s sex was determined by a 
combination of the testimony of whoever filled out school records and by pronouns used 
by students during field observations. In interview questions, I did not explore personal 
gender identity. Pronouns used, likewise, reflect what I heard during research visits. 
Conceptions of masculine and feminine gender traits derived from research on 
perceptions (i.e., percussion’s portrayal as masculine in quantitative research), and when 
possible, through aspects of the organizational culture (i.e., posters around the building 
depict most percussionists as male and as active on marching drums). 
The research period lasted five months. Observations and interviews occurred 
once per week, and lasted from the beginning of the concert band rehearsal period at 2:05 
pm. until the end of concert percussion ensemble practice at 5:30 p.m. Near the end of the 
research period, I also observed the concert band and percussion ensemble’s joint 
concert. In total I conducted 11 interviews and two focus groups. These, in conjunction 
with field notes and artifacts, acted at the primary data sources for the study. 
Data Sources 
Case study research welcomes multiple kinds of sources (Yin, 2014). Multiple 
types of evidence allow the researcher to draw conclusions about several aspects of the 
bounded case. In this study, data specifically highlighted individual roles and interactions 
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within an organizational structure. The major data sources all aligned with Yin’s ideas 
about appropriate case study evidence (Yin, 2014). Each data source, like case study 
methodology, contains inherent strengths and weaknesses. However, “the most important 
use of documents is to corroborate and augment evidence from other sources” (Yin, 
2014, p.107). Data triangulation, another hallmark of a case study (Creswell, 2013), 
allows each data source to reinforce or contradict trends found in the others. Properly 
collecting, cataloging, coding, and analyzing and interpreting the data became a 
necessity. Therefore, I sought input from scholars who worked with each source. In the 
following section, I will explain their contributions, and the data-collection procedures I 
observed. 
Rubin and Rubin (2012) provided several guidelines for conducting interviews, 
including strategies on pacing, question construction, and researcher demeanor. The 
scholars’ specific method called for a fluid questioning protocol that may adapt both over 
time, and in the moment, with the uncovering of new data or as directed by researcher 
inference. Yin (2014) described interviews as guided conversations that guide 
participants to answer simultaneously lower-level and higher-level questions, a process 
aided by researchers’ oscillation between friendly, nonthreatening questions and more 
serious questions. In this style of interview, interviewee comfort assumes primary 
importance, allowing for higher quality answers and more insightful data. 
I conducted individual interviews during concert band and percussion ensemble 
rehearsals depending on director preference and participant availability. All interviews 
occurred in a hallway to the side of the band room. This location allowed the participants 
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to speak in confidence to me, without fear of other students overhearing. Non-
interviewees were all in rehearsal while interviews occurred. I captured audio using a 
Zoom H1 Handy Portable Digital Recorder and a lapel microphone. To store the audio 
files, I used an SD card. Transcription occurred within three days of the interview. As 
suggested by Rubin and Rubin (2012), “the design remain[ed] flexible, from the first 
formulations of the research topic to the last bit of analysis of the data” (p. 31). The 
protocol consisted of guides that organized conversations, but new questions materialized 
in interviews as new trends in data materialized. The guides changed over time to better 
answer research questions and follow up on previous developments. As Yin (2014) 
recommended, each interview lasted approximately one hour. Participants received 
transcripts for review the week following their interview. 
Interview data revealed personal opinions about the band program and uncovered 
student participants’ instrument preferences, and thoughts about gender stereotypes and 
expectations. For band directors, the interview revealed teaching and performance 
histories and teaching philosophies. For all participants, interviews revealed thoughts on 
percussion and gender roles within school ensembles. Interviews, however, only reflected 
participants’ personal thoughts on the interview date, and occurred in a relatively 
unnaturalized setting. I interacted with participants away from their peers and the 
ensemble rooms. Therefore, other data sources reveal information gathered in more 
naturalized contexts.  
Focus groups captured group dynamics and took advantage of synergy present 
within student peer groups. Krueger and Casey (2015) defined focus groups as containing 
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a special purpose and consisting of 5-10 people who have a shared characteristic (p. 4). 
Similar to individual interviews, the researcher acted as a moderator, not an enforcer, in 
order to facilitate a relaxed environment during focus groups. Krueger and Casey (2015, 
p. 4) determined that participants feel comfortable with sharing when they perceive the 
environment as safe for sharing perceptions, experiences, and opinions. Unknowingly, 
the focus groups contained a gender divide: All female participants fell into one group. 
The other group was all male and contained the section leaders. 
Participants attended focus groups during concert band or percussion ensemble 
rehearsals. Similar to individual interviews, group sessions lasted approximately one 
hour. My questions for focus groups by design remained short and straightforward, but 
also open-ended in order to evoke conversation. To facilitate data triangulation, questions 
derived from trends uncovered during field observations and interviews. Because the 
focus groups were conversational, I created new questions in addition to the interview 
protocol to help clarify, follow up, or question data revealed during the focus group. 
Krueger and Casey (2015, p. 60) informed my model used for questioning. Rubin and 
Rubin’s (2014) traits of successful moderators also influenced the focus group protocol. 
 Participants met in two focus groups, one for underclassmen and one for 
upperclassmen. This division reflected a need for 5-10 participants and a desire to avoid 
mixing people with differing levels of expertise and/or power (Krueger & Casey, 2015). 
As a result, no underclassmen had to express criticisms or reveal sensitive information in 
front of senior section members or band officers. Because only two band directors 
participated, I did not conduct a director focus group. Power discrepancy prevented me 
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from including the directors in the student focus groups. 
Rubin and Rubin (2012) and Yin (2014) recognized, in particular, the usefulness 
of focus groups as a reinforcement tool for individual interviews. Focus groups created 
opportunities to observe social interactions and for participants to express “a range of 
opinions, perceptions, ideas, or feelings” in the company of peers (Krueger & Casey, 
2015). Focus groups also allowed students to describe jointly situations and experiences 
significant to them as a group, and for observations regarding how participants supported 
or contradicted one another.  
Focus groups represent a risk to confidentiality beyond that of individual 
interviews, as members may choose to talk to one another about the focus group with one 
another around non-participants (Krueger & Casey, 2015). I informed each focus group 
of this danger and requested that participants use good judgement about when to discuss 
data uncovered during the group. Due to the increased volume caused by a larger number 
of participants, I conducted focus group sessions in a practice room. The same recording 
device captured focus group audio; transcriptions occurred within a week. Participants 
received transcripts during the following week’s visit.  
Focus group data may contain weaknesses. For example, Krueger and Casey 
(2015) recognized that certain individuals may dominate focus groups, and that 
transcripts may only be useful if they reflect group dynamics, pauses, pregnant silences, 
and non-verbal reactions. During focus groups, I took notes to help capture non-verbal 
components, and made a point of asking questions directly to quieter students in order to 
make sure all perspectives found inclusion in the data. As data coding progressed, I 
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checked trends from interviews against focus group discussion transcripts, and vice versa, 
using careful annotations made to reflect not only developing narratives, but also any 
contrasting data. 
Finally, I gathered field notes and artifacts during research visits. These 
documents exhibit the most naturalized data, as I observed students and directors in 
ensemble rehearsals during regularly scheduled times. Although little-to-no interaction 
took place between participants and researcher during observations, I was able to gather 
data that corroborated the other sources. 
Emerson et al. (2011) provided my study’s basic model for field notes. Following 
the scholars’ advice, I attempted during each visit to answer questions that related to 
multiple senses (what I heard, saw, smelled, etc.), that sought details about the overall 
environment, and that accounted for interactions between participants. In field notes and 
artifacts, data reflects the macro-level organization and culture, including interactions 
between all levels of power, including underclassmen, upperclassmen, and directors. 
Pictures of the rehearsal spaces, including posters, advertisements, stickers, and the 
rooms themselves, programs, and sheet music all contributed to an artifact collection. 
Pictures used in this study do not provide identifying data. 
Data Coding 
 My data coding process drew significantly from Yin (2014), who suggested a 
process of “explanation building” analysis (p. 147). This approach was pertinent to an 
effort to explain and illuminate research questions built around “how.” Creswell (2013) 
suggested that case study researchers should start preliminary analyses during data 
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collection. Preliminary coding informed the evolving structure of interview and focus 
group questioning. Before data collection had ended, therefore, I had noted preliminary 
trends in the data. 
 I began the data coding process by sorting data into many different codes, based 
on perceived themes that appeared during data collection, as described above. Next, I 
checked each code against the research question to determine relevancy, with each 
relevant code then examined to determine if the information contributed to data 
saturation. Afterward, I developed a second set of codes intended to concentrate on data 
that most thoroughly and relevantly addressed the research questions, with less relevant 
information classified as outside the study’s scope and purpose. 
 With a revised set of codes, my analysis continued until answers to the research 
questions had solidified. Several codes answered more than one research question. This 
set of questions/codes became the guide for writing the study’s analysis and conclusion 
chapters. Yin (2014) noted that explanation-building analysis often takes a narrative form 
in the final report. Consequently, the analysis chapters include a mixture of descriptions 
from field notes and participant quotations chosen based on their relevance to the 
research questions. 
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Chapter 4: Pit, Battery, and the Division of Skills into Zones 
 Xavier stands at the director’s podium. He has stopped the band after a noisome 
disruption. A group of young men gathered around the snare drum talked loudly enough 
to project over the sound of the wind and brass players. Xavier, the director, glares at 
them, his face reddening while chatty percussionists near the battery section5 remain 
unaware of his gaze and the rehearsal their conversation has interrupted. “Percussion!” 
Xavier yells. “Play! Always play!” The students had again forgotten a basic classroom 
rule: Percussion should always play unless specifically asked not to do so. They then 
asked where to start in the music, perhaps not having heard the original instructions. 
Xavier repeated it, and rehearsal continued. This scenario indicates a common occurrence 
in Sunny Hill concert band rehearsals. Over time, the play between male students’ 
behaviors and Xavier’s reactions became routine. I notably associated these behaviors 
and reactions with not only specific students, but with a specific part of the room. 
 While these events transpired, other percussionists remained outside the scope of 
Xavier’s reprimand. Jean and Johnny stood behind mallet instruments, well to the right of 
the battery section (from my viewpoint in the back of the room), quietly watching, as 
they had done before the scenario began, and would continue to do after its conclusion. 
Although Xavier addressed the percussion section by name, his gaze did not float over to 
the mallet instruments once. It was as though the mallet players were in a different area 
altogether, isolated in a separate zone, away from the comparatively boisterous and active 
                                                 
5 For this study’s purposes, “battery” refers to snare drum, bass drum, toms, and cymbals. In 
SHHS band, these instruments occupied the central part of the percussion section, with timpani to 
one side and keyboard percussion, at some distance, on the other.  
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battery zone. Why did an invisible division between sub-sections exist? Moreover, why 
and how did students become more likely to occupy one versus the other? 
 In this chapter, I explore the research question, “how do percussion students 
negotiate systemic gender stereotypes and gender trait expectations found in a school 
culture?” I answer this question by exploring two prevalent themes contained in the 
research data. First, a pattern appeared wherein different “zones,” constituted by battery 
percussion and mallet percussion, became associated with specific students, behaviors, 
and perceptions. Second, participants’ perceptions about who belonged in each zone, or 
what zone they should occupy, derived from ideas about rhythmic skills, essential for 
battery percussionists, and melodic skill necessary for mallet percussionists. These 
themes reflect both personal observations and the words of participants. The inclusion of 
all principal forms of data—individual interviews, focus groups, and field notes—
demonstrates data triangulation essential for case study validity (Yin, 2014). Interview 
and focus group protocols are located in the appendix. 
Zones 
 Eagly (1997) used social role theory to explain how people in a setting become 
expected to perform certain roles. Although factors outside sex and gender contribute to 
the creation of social roles, in many ways they derive from perceptions of which sex 
contributes best to a job. Britton (2000) likewise addressed occupations within 
organizations as gendered and postulated that specific contexts would require new gender 
theories to emerge. In school bands, social roles are present in the consistent assignment 
of males and females to stereotypical instruments based on their gender (Sheldon & 
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Price, 2005). Research has revealed clear trends in the gendering of many of these 
instruments (Conway, 2000). The existence of gendered social roles is visible in both 
demographics of who staffs an instrument and public opinion regarding the masculinity 
and femininity of instruments. The assignment of students to gendered instruments can 
reflect gendered roles expected by members of the band organization.  
 An examination of percussion reveals that expected gender roles exist, but also 
that the depictions of the instrument family remain incomplete. Researchers often 
describe percussion as homogenously masculine (Abeles & Porter, 1978; Fortney et al, 
1993). However, this conclusion is partially the result of surveys and questionnaires that 
include only battery percussion, with bass drum, snare drum, and cymbals serving as 
common selections. Mallet percussion instruments often do not have a presence. 
Excluding the mallet sub-family hides the full scope of gendering in percussion. 
Griswold and Chroback (1981) discovered that participants considered glockenspiel as 
feminine as flute and clarinet. The current study’s inclusion of the mallet and battery 
instruments demonstrates the divisions between the subfamilies and enriches the research 
literature by providing students’ insights and experiences. 
 Britton (2000) appears correct in declaring that specific contexts would inspire 
new gender theories, because percussion students within concert bands and percussion 
ensembles have a unique and malleable relationship with their instruments when 
compared to non-percussionist students. While non-percussionists often perform on one 
instrument throughout their school band career, percussionists can change instruments 
from song to song, or perform on an instrument in marching band that does not generally 
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find use in concert band. The question of how percussion students negotiate systemic 
gender stereotypes and gender trait expectations is one that the same methods used to 
examine other instrumentalists cannot answer satisfactorily. What does it mean when a 
male student who usually performs on snare drum finds himself on glockenspiel? Do 
female students feel constrained to certain percussion instruments? A micro-level 
analysis examines the experiences of percussionists within an ensemble culture. 
In this study, I observed that battery and mallet instruments constituted “zones” 
within the overall rehearsal space. As detailed in the introductory anecdote, the 
percussion section separated into battery percussion (snare drum, bass drum, toms, 
cymbals), and mallet percussion (glockenspiel, vibraphone, xylophone, marimba, and 
chimes/tubular bells). While percussionists ostensibly receive training on both sub-
families, as well as timpani, at Sunny Hill High School I found that students favored one 
zone, which they would occupy more often than the other zone. Jean, the only female 
percussionist in the concert band class, chiefly performed on mallet instruments, 
occasionally changing zones to hit a gong or to perform as an electronic keyboard soloist. 
In the concert percussion ensemble, three young women participated: Wanda, Carol, and 
Sue. All three performed on mallet instruments a majority of the time, although they 
occasionally switched to djembe or floor tom. These sections made up only a small 
portion of the music performed in both ensembles; female percussionists at Sunny Hill 
manned (pun intended) a keyboard instrument for an overwhelming majority of rehearsal 
time. In contrast, the battery sections always reflected a male majority at any given time.  
In alignment with my initial depiction of percussionists as regularly changing 
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instruments, male students did sometimes perform on mallet instruments, and females 
sometimes on battery instruments. Two male students, Ben and Sean, actually preferred 
mallet percussion to other instruments within their section, and both Wanda and Sue 
marched bass drum during the previous marching season. However, it became obvious 
that certain students tended to occupy one zone. Some students even defended their zone 
as though it belonged them, such as when Bruce chased students away from the drum set 
while declaring it his “throne.” 
Director Xavier noted the separation of zones as well. In an interview, he said: 
One of the things that I’ve noticed, with my guys out here, is they gravitate to 
certain instrument. I’ve had maybe two or three different kids this semester that 
would play timpani. Otherwise, you never see them walk over there.…Some of 
the guys are always gonna gravitate to snare or bass drum. Cymbal. And then 
others, will just go to the keyboard, because they’re, that’s where they’re strong, 
whereas they ought to go to where their weakness is so they’ll get better. But. My 
guys always gravitate to their strengths. 
When I asked Mr. Richards, assistant director and percussion instructor, if he noticed 
students’ preferences for one type of percussion, he responded, “Yeah. And part of it is 
the teenager aspect of like, if you’re not good at the thing, you don’t enjoy the thing.” 
This insight proved important, as the data came to show that occupying a zone correlated 
to perceptions of different skill sets (see section labeled “Skills,” below). 
 As I continued data collection, it became obvious that each zone was conducive to 
a unique set of behaviors. This realization began with a note describing the area 
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consisting of bass drum, snare drum, cymbals, and toms, which constituted a physical 
line of active players, akin to a drum line. When in the battery line students performed 
with energy and kept their energy going even when playing had stopped. “When you are 
there [in the line],” I noted in an early field note, “you are a player.” That is to say, those 
behind a battery instrument were actively playing and exuding energy. Those not in the 
battery line, conversely, sat on the floor, often with their attention dedicated to laptops. If 
someone entered the battery line, their demeanor would change completely; suddenly, 
they would launch into action. 
 I also noticed that there was always a cluster of male students around the snare 
drum, and that the battery zone embodied where a majority of conversations happened 
during rehearsals. These patterns did not only reflect that battery percussionists talked 
more than mallet players did; students in the battery talked more than the rest of the band. 
 In comparison, my field notes described the mallet zone as lethargic, and free 
from both the conversation and the physical antics rampant in the battery zone. During a 
piece, Jean and other mallet players would tap their toes, play quietly on the floor with 
mallets, or stand in silence. Often, the mallet zone would serve as a “nap area” for 
students without parts. To illustrate the difference between behaviors observed in the two 
areas, consider the case of Scott, who participated regularly in both zones. One field note 
records Scott and Johnny throwing sticks at each other, culminating in Scott declaring 
“I’ll take you out man, to a nice steak dinner,” followed by showing several pictures of 
restaurant entrees to Johnny, Logan, and Bruce, who all laughed joyfully. All of this 
occurred while the band played and Xavier conducted. When in the mallet zone, Scott 
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would sit silently, or sometimes quietly help Johnny with his music. At some points, 
Scott would leave his instrument to talk to people in the battery zone, rather than talk to 
his neighbors in the mallet zone! Scott’s actions became even more puzzling when the 
neighbors he left would at other times serve as conversation partners, but only when they 
played in the battery zone.  
The one time I observed Jean enter the battery zone, she moved with such 
quickness and frenetic energy that I thought she was leaving the room for an emergency. 
My first reaction, in fact, was to ask myself if Jean was ill. I was shocked when she 
stealthily ducked behind the battery line, grabbed onto the gong stand as if she intended 
to disappear behind it, played a single gong note, and just as quickly absconded to the 
mallet zone. The battery players did not appear to notice her presence.  
In a focus group with upperclassmen, I mentioned that people in mallet 
percussion seemed to talk less and were generally less active than the battery players 
were. The group laughed and immediately agreed. Scott offered the idea that proximity to 
others contributed to this effect, saying, “we’re way over there [at the mallets]. And then, 
the concert battery, it’s more close, so everyone’s like this (makes a compacting gesture 
with his hands), and of course, we’re gonna say ‘hey, have you blah blah blah blah.’” 
Notably, Scott would stand no farther away from a mallet player than a battery player 
during rehearsals, yet mallets represented a place “over there,” away from the talking. 
Several times, in fact, I observed Scott behind a mallet instrument, communicating with 
Bruce, who would be playing bass drum or timpani across the room. 
Other participants depicted different cognitive states players adopted depending 
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on which zone one occupied. Bruce, typically a battery player who especially preferred 
drum set, said during a focus group, “I think the people in the mallets are, I think being 
over there, just, like, makes your brain work. Like, they’re on a higher intelligence level.” 
Curt, a percussion ensemble participant, responded to Bruce’s idea by suggesting that 
playing mallet instruments created a “Tetris effect.” The resulting conversation with Scott 
unpacked the idea: 
Curt: When you play Tetris for a long period of time, like, your brain starts to 
work better than it did beforehand. I think pit would be the same way, in a way. 
Scott: Yeah, because a bunch of the pit guys are a lot smarter, well. 
 
Curt: Than us! 
 
Scott’s assertion puzzled me, for while he declared marching tenors his favorite 
percussion instrument, he (as previously described) played mallet parts regularly. Scott 
certainly did so more often than other upperclassmen like Bruce, the drum set specialist, 
and definitely more than Logan, whom I never saw leave the battery zone during 
rehearsal. It became obvious that Scott identified with one zone over the other, not only 
in his stated preferences, but also in his social behavior and in his mindset. The mallet 
zone signified a quiet area, over there, where brains worked harder, while the battery was 
more raucous, with more possibilities for socialization. To Scott, the battery zone was the 
default, and a home base. 
Even those who favored mallets noted a somber mood associated with the zone, 
and went so far as to suggest a negative perception of mallet percussion. Ben, whose 
favorite instrument was marimba, confided, “It is more depressing to play mallets.” 
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When asked why, Ben cited a general derision toward mallet percussion among the 
public. “Pit sucks, is what they all say.” He did not understand why others felt this way. 
In a surprising admission that collaborated with Ben’s malaise, when asked if her friends 
thought it was cool that she played percussion, Jean said, “Well. I guess like, drum line 
and pit are two different things. So I guess pit’s not as cool as drumline.” 
These observations revealed two things. First, participants, including both 
students and directors, clearly recognized the two percussion zones I had noticed, and 
participants used jargon normally associated with marching band to refer to the zones: pit 
and drum line. Second, I wondered who “they” were. Who thought that pit players (i.e., 
mallet percussionists) had been relegated to a lesser position? A paradox had emerged, 
wherein participants who favored battery percussion considered mallet players as 
intelligent, and predisposed to creating a calmer atmosphere, while those who favored 
mallets felt scrutinized and estranged.  
In an earlier interview, I had asked Johnny, for whom mallets were the least 
favorite instrument, how he would rate the competitiveness of auditions at Sunny Hill. I 
initially did not note the gravity of his response, but Johnny’s words gained a great deal 
of importance in light of Jean and Ben’s comments describing playing in the pit as 
undesirable and less cool than marching battery. 
Johnny: I mean, marching band, that is obviously going to be really competitive, 
‘cause, people are going to probably be, like, fighting for spots. They’re going to 
be, like, really, really wanting to have, like, a certain instrument and not, you 
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know, get shoved in pit (emphasis mine). Cause that’s really what a lot of people 
think. 
Disney: Thinking about marching band, and getting shoved in pit. Who gets 
shoved in pit? 
Johnny: I mean, I kinda backed myself in a corner, there. That’s kind of, now that 
I think about it that’s probably like a really mean thing to say. Normally, it’s 
people who wanna, who are in pit, either want to be in pit, or they just didn’t 
make the cut for, like, marching instruments. 
Johnny’s face when I asked him about the people shoved into pit suggested that he had 
only become aware of his negative assumptions in that moment. I had the impression that 
he had never considered the thought until he spoke it aloud.  
 Despite the belief that mallet percussion required intelligence, Johnny and other 
participants also perceived it as a zone for less competitive, or less aggressive, players. 
After hearing the students describe the mallet percussion in these contrasting ways, and 
after noting the generally higher rate of activity in the battery zones during rehearsals, I 
asked a focus group if certain instruments served as better outlets for aggression. After 
the group sounded a loud and unison agreement, Johnny again revealed an important 
underlying belief. “More aggressive people go for auxiliary [battery]. More gentler 
[people], I guess, they go for mallets.” 
 As noted previously, Acker (1992) explained that gendered institutions contain 
understructures that propel gendered processes and help create (and recreate) gender 
divisions and patterns of power. Kanter (1993) also spoke about self-perpetuating cycles 
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within organizations that endured despite concerted attempts to create gender neutrality. 
At Sunny Hill High School, one such understructure manifested as a self-creating cycle in 
the firm division of percussion into these two zones. While the existence of sub-sections 
may not in itself signify a gendered practice, let alone a hierarchy, the assumption that 
people of lesser talent may somehow wind up in the mallet zone, and the opinion that 
playing mallets is depressing or viewed as less of a musical achievement, reveal that 
competitiveness and achievement are associated with battery percussion. I found it no 
coincidence that, overall, male students staffed the battery and female students occupied 
the mallets. 
Further, participants described mallet players as calmer and gentler than they 
described battery players, and between the two zones, participants treated the battery 
zone as a place for socialization, raucous behavior, and loud talking, while the mallet 
zone remained a calm and quiet environment. Percussionists who operated in both zones 
tended to change behavior when in one versus the other. Most tellingly, the mallet zone, 
whether described by a battery percussionist or by a mallet specialist, indicated an “over 
there,” a geographic other. Those who occupied the mallet zone were more intelligent, 
perhaps, but also less competitive, and not as cool, as players who fought their way into 
battery. The different percussion instruments and their division within a rehearsal space 
represented an understructure that influenced student behavior and, to some, contained an 
inherent cultural value. This dichotomy aligned with Bem (1974), who established 
competitiveness and aggression as associated with masculinity, and gentleness and soft 
speaking as associated with femininity.  
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Skills 
Some students, like Scott and Johnny, operated comfortably in both zones. 
Others, like Wanda and Sue, inhabited the mallet zone during the research period but 
participated on bass drum during marching season. Most participants (such as Wanda and 
Sue, but also Bruce, Logan, Jean, and Carol) stayed in one zone for a majority of 
observed rehearsals. I believed the students’ position within zones pointed to an 
organizational understructure that relied on gendered traits.  
 Theorizing about the presence of a gendered understructure, however, does not 
illuminate how students became more likely to inhabit a zone. After all, percussionists at 
SHHS had the opportunity to switch instruments often, whether or not they did so. I 
discovered that students viewed zones not only as a place for specific instruments and 
behaviors, but also as areas associated with different skill sets. Participants viewed the 
zones as revolving around rhythmic skill, also described as chops, and melodic skill. 
These skills applied to battery percussion and mallet percussion, respectively. Carol, 
when asked to name a percussionist’s essential musical skills, helped reveal the division 
between rhythm and melody. “Reading music in pit,” she declared, “is like, the most 
important thing.” Note her use of the word “pit,” a word that refers to mallet percussion 
during marching band season. She continued by answering the same question about 
battery percussion. “And, rhythms for the drum line are the most important part, 
obviously.”  
 Many students shared a perception that mallet percussion centered on melodic 
skills, or reading music as Carol stated, and that melodic skills were separate from 
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rhythmic skills necessary for battery instruments. A trend also emerged wherein young 
women, who represented a majority of mallet players, picked up their melodic abilities as 
piano players or flute players before their high school band experience. When I asked 
Jean why she chose percussion versus any other instrument in band, she told me, “I didn’t 
have enough time to learn an instrument, like a wind instrument, so I contacted the band 
director and he said the best place for me to be, since I played piano, was pit.” 
When I asked if Jean saw any commonalities among her pit players, she 
responded, “Well, another person in pit also plays piano, so we have that, like, advantage. 
Of reading music and stuff.” Carol, who played flute during concert band, but mallets 
during percussion ensemble, bolstered this idea in another interview, saying, “Piano is 
similar to percussion, to the [mallet] instrument I play, and I’m good at piano.” Despite 
the fact that battery players also received printed parts, participants appeared to see 
melodic reading as truly reading music. 
 Wanda and Sue also played piano before joining SHHS band. Sue thought of 
mallets as something for younger percussionists, saying, “I played piano, for like, eight 
years. So, we start off on bells and stuff [in middle school], so it’s kinda similar. Cause I 
mean I already knew, like, the notes and stuff.” Wanda believed that many percussionists 
did not have melodic skills: 
 Disney: Why did you choose to do percussion in band, versus, another 
instrument? 
Wanda: I just kinda figured since I already played piano that it’d be, like, easier to 
pick up on, and stuff, but I don’t know. It just seemed cool. 
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Disney: Did you find that was true? That it was easier to pick up on? Because of 
piano? 
Wanda: I think it is, ‘cause a lot of people struggle, with like keyboard stuff, but I 
already know how that worked. 
The male students who favored mallet percussion, Ben and Sean, also had early 
piano training, and both mentioned that they enjoyed playing melodies. Sean had noticed, 
“People who play piano usually join pit.” Ben was a marimba player during marching 
season, and played keyboards in percussion ensemble. Sean tended to operate about 50% 
in either zone. Scott, who would play mallets but preferred battery percussion, was also a 
piano player. Scott admitted that he would do mallet parts out of sense of duty, because 
few others expressed a desire to do so. Perhaps Scott’s reluctant shifts to the mallet zone 
occurred because others, without piano or woodwind training, considered themselves 
bereft of the correct skill set.  
Discussing specific skill sets appropriate for mallet playing obviously highlights 
contrary abilities specifically applicable to battery percussion. Mallet playing depended 
on melodic reading skills, whereas battery percussion revolved around a nebulous 
concept of rhythmic ability. Jean, after revealing that her least favorite instrument was 
snare drum, helped me become aware of this phenomenon.  
Disney: So, your least favorite instrument is snare drum. What about the snare 
drum is so unappealing? 
Jean: It’s because I’ve never done rhythms and stuff, like I held drum sticks for 
the first time, and mallets, this summer. So, it’s all new to me. I just knew how to 
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read music and stuff. I guess, like, rhythms are really hard for me to figure out 
and, like, move my hands that fast, so . . . 
Johnny likewise spoke about rhythmic ability when I asked him what skills he needed to 
play his favorite instrument, marching tenors. He said, “Definitely the chops to, you 
know, play all those [notes].” When asked about the lack of appeal from his least 
favorite, mallet percussion, he declared, “It’s not that it’s unappealing, it’s just not in my 
specific skill set. Like, I don’t see myself as somebody to just, like, shred on the mallets. 
It’s just not, really, how I am as a percussionist.” Quick hand motions and fast rhythms 
again surfaced when Sean declared timpani as more complicated than marimba. When 
asked about what makes timpani difficult, Sean told me, “I’m just not good with, like, 
fast rhythms.”  
 A comparable lack of confidence in one’s melodic skills also appeared among 
battery percussionists. Bruce, the drum set specialist who intended to pursue a music 
degree and had taken private lessons, stated that he felt unable to properly play mallet 
percussion, despite liking mallet instruments: 
I’ve been playing drum set for close to six years now, I guess six-and-a-half, and 
I’ve been playing mallet percussion and that sort of thing for four years. . . . I’m 
pretty partial to drum set. I really, really like mallet instruments; I’m just bad at 
them. 
Scott, although willing to play mallet parts, admitted, “I’ve just been focused more on 
tempo.” Tempo, no doubt, became a significant responsibility during his time as drum 
captain. These conversations revealed that SHHS percussionists based their preferences 
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around a performative self of having or lacking two distinct and separate types of skills.  
 Head director Xavier also noticed that students favored one area over another 
based on their background. When asked about why students tended to gravitate toward 
certain instruments, he immediately turned to Jean as an example: 
Well now, Jean does play piano. And she’s mainly keyboard. She was in the pit 
for marching season. Most of the time was on mallets. Now, she did play timpani 
on the procession we did last night for graduation. So, she did play timpani, which 
that was the first time I’d seen her on that instrument all year. So that was good. 
But I’ve never seen her pick up a pair of snare sticks. She’s played bass drum, I 
think before. But never snare. Where most kids would die to play it. 
I assume his last comment referred to something Johnny had previously referenced: the 
idea that certain instruments or spots inspire greater competitiveness among 
percussionists.  
Despite an idea that some battery instruments held more cultural value, 
particularly during marching band and in a context of competitiveness, SHHS students 
did not seem eager to venture outside their comfort zone, whether that meant battery or 
mallet percussion. This suggests that a predilection for rhythmic skills allows students to 
more readily assume a competitive placement. However, when zone crossovers occurred 
during the research period, such as Ben playing snare drum, it did not upset anyone, nor 
did participants describe boundary crossing as a demotion. I wondered what reaction 
would occur if the same zone shifting occurred during marching band. This question must 
wait for future research. 
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 Before moving on to the topic of student negotiation, I will note that I am hardly 
the first person to note a tendency among percussionists to isolate themselves into one 
instrumental area or another. The Percussive Arts Society, for example, has published 
materials geared toward creating rounded percussionists, including entries in a database 
of percussion-related dissertations and theses displayed on their website.6 Among these 
documents, a thesis devoted to establishing a curriculum for undergraduate percussion 
studies contains suggestions for snare drum, drum set, keyboard percussion, timpani, 
multiple percussion, auxiliary percussion, and world (non-Western) percussion (Clyde, 
2001). The Woodwind & Brasswind store (n.d.) published an article entitled “Why You 
Need Percussionists, Not Just Drummers” arguing that playing keyboard percussion and 
hand drums improves students’ musical abilities, and might “uncover a passion for the 
front ensemble that they might not have recognized!”  
Student Negotiation 
In this chapter, I discuss the question of how students negotiated with systemic 
gender stereotypes and gender trait expectations. Understanding the answers requires an 
expansion on research methodology previously applied to gendered instruments, 
particularly because concert season percussionists uniquely find themselves capable of 
playing, and often expected to play, multiple instruments. Observing how students made 
use of this ability to move between zones, or not, provided insight into the band 
organization’s gendered understructures and the percussion section (see Acker, 1992). 
Patterns in conduct and spoken terminology helped to determine that two distinct zones 
                                                 
6 http://www.pas.org/ 
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existed—battery percussion and mallet percussion—in which two different sets of 
behavior occurred. While I explored why some students favored one zone, and why 
others seemed trapped, I began to realize that students considered battery and mallet 
percussion as requiring two disparate skill sets.  
 The gendered understructures also appeared in the fact that all mallet 
percussionists at SHHS had previously trained on woodwinds and/or piano. Research 
historically depicts these instruments as feminine-typed and as occupied by female 
students. Mirroring Griswold and Chroback’s (1981) separation of mallets and battery 
into feminine and masculine instruments, the SHHS band and percussion ensemble had 
females playing mallets and males playing battery, as a generalized status quo. 
 The behaviors associated with the two zones followed a similar trend, and 
reinforced typical expectations of masculine and feminine behavior, regardless of 
whether males or females occupied the spots. Ideas such as gentleness, calmness, 
aggression, etc. appeared in students’ speech in ways that matched Bem’s (1974) survey 
findings regarding what people considered masculine-typed and feminine-typed 
behaviors. Specifically, when Johnny or Scott occupied the battery zone, they were 
raucous, talkative, and loud; the same students performing in the mallet zone were quiet, 
lethargic, and calm. These observations corroborated with previous research that detailed 
how people assumed gender traits associated with a role, rather than the role taking on the 
traits of the occupant (Kanter, 1993). Battery and mallet percussion, therefore, signify 
gendered zones and gendered roles propped up by invisible understructures.  
As the data revealed, these understructures might have a genesis in middle school 
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band, or from outside influences. Next, I will examine how these understructures come to 
exist in the band organization. In the next chapter, I use triangulated data to argue that 
SHHS percussionists encounter gendered ideas regarding instruments that emerge from 
peers, family, and the band culture itself. 
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Chapter 5: Drum Rolls, Gender Roles, and the Organization 
In the previous chapter, I explored the existence of gendered understructures in 
the SHHS band organization, and skills seen as essential for successful performance on 
mallet and battery percussion. These percussion subfamilies constituted separate zones 
within the rehearsal space. Each zone served as the location of behaviors that aligned 
with typical conceptions of masculine and feminine behavior. Students within each zone 
also conformed to instrument gender stereotypes; males performed on battery instruments 
much more often, and mallet players were predominantly female and had training on 
historically feminine-typed instruments like clarinet or piano. Male musicians that played 
mallet percussion all had previous training on historically feminine-typed instruments, 
especially piano. Visually, SHHS percussionists reinforced my theory of a gendered 
divide between battery percussion and mallet percussion.  
However, these findings do not demonstrate the entire case, because percussion 
exists within a larger band organization. The SHHS band that housed the percussion 
section, and the culture and environment produced by and surrounding the organization, 
also factored into gendered understructures. In this chapter, I delve into the research 
question regarding how a band program’s organizational culture and surrounding school 
culture implies and supports systemic gender stereotypes and gender trait expectations 
that influence percussionists. Once again, the data derived from student interviews, focus 
groups, and field notes, but the data selected will now adopt a wider scope, examining not 
only individual behaviors, but also peripheral aspects of the culture, including family and 
peer influence as it appeared in the data, and cultural elements of the rehearsal 
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environments.  
Peer and Family Influence on Instrument Selection 
Other recent studies have shown that musicians and non-musicians alike continue 
to perceive percussion instruments as masculine-gendered (Abeles, 2009; Wrape et. al, 
2016). Marshall and Shibazaki (2012) found that young children in the UK attained 
knowledge of traditional gender-instrument associations at an early age, including 
associating percussion with males. Abeles (2009) further suggested that several factors 
that may influence predicable gender ratios had yet to receive adequate attention. I 
intended to supplement this gap in literature with qualitative research data that 
illuminated common gender stereotypes and roles from the perspective of students. 
Asking questions about gender stereotypes and roles entailed utilizing open-ended 
questions that allowed students to reveal experiences and opinions, without suggesting a 
“correct” answer (Rubin & Rubin, 2012). Data analysis revealed clear trends that pointed 
to elements within the organizational culture and the surrounding school culture that 
reinforced, both implicitly and explicitly, notions of gender roles and gendered 
expectations.  
Although not a direct answer to the research question, I must stress that 
participants showed awareness of percussion’s gender stereotypes, but neither students 
nor directors appeared to believe in their validity. Students expressed admiration toward 
the young women who played bass drum. The directors bragged about SHHS’s pit 
section, and although they recognized that students showed favoritism toward one zone 
or another, they wished for percussionists to demonstrate well-rounded musical skills. I 
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theorized that their desire for well-rounded percussionists reflected in part the state band 
organizations’ practice of having percussionists audition for regional/state band on 
timpani, mallets, and snare. Music schools in the region, likewise, often expected 
percussionists to come in with a skill base on the same three instruments. 
When I asked a focus group why SHHS percussion mirrored other percussion 
sections in the district who likewise had relatively few women, two male upperclassmen 
immediately blamed social gender roles. In explaining the existence of the gender roles, 
they highlighted their experience selecting instruments during middle school band. 
Immaturity, the optics of what gender chose which instrument, and social pressure to 
remain with a peer group acted as the catalyzing agents that pressured students into 
stereotypical choices. The students explained the phenomenon in the following 
conversation: 
Disney: Much like other places, and much like research seems to show, there are 
fewer girls than boys in Sunny Hill Percussion. Why do you think that is? 
Logan: Society’s gender roles tells them to do otherwise! 
Bruce: Yeah, they walk into 6th grade band and the first thing they see is Ms. 
Savage, and she’s got like a line of flutes, and then a lot of clarinets, and that’s 
pretty much girl dominated, and then you see Mr. Richards on the other side and 
then he’s got, like, all guys around percussion. Like, hmm, tough choice here! 
Scott: Yeah! 
Parker: (Sarcastically) Learning flute! 
Bruce: Yeah, it might be cooties in 6th grade, you know, you’re still getting’ out 
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of elementary school, you don’t like boys, or at least you don’t know if you like 
boys yet. 
Logan: You don’t know! 
Bruce: And, you know, (in a girl’s voice) don’t go over there. There’s boys over 
there. They’re gross. 
In a different focus group, two female underclassmen corroborated this theory by 
suggesting that a form of social role theory drove their personal decisions, i.e., circulating 
ideas about who best fits an instrument influenced their decision to play woodwinds. 
Wanda: [Having fewer girls in percussion is] a, kinda like, stereotypical type of 
thing. You’re like, oh, since guys do that, then I guess I’ll just play flute. 
Carol: Yeah. Or a clarinet because, like, you hear more about girls playing that. 
So, that could be why.  
Family tradition also influenced student instrument choice. Carol played flute 
throughout middle school, and in the SHHS concert band. In percussion ensemble, she 
played mallet percussion. When I asked her why she initially chose flute, she told me, 
“My family was the reason I joined [band]; because everyone else had done it. My mom 
played flute. My sister played flute.” When I later asked Carol why she later decided to 
play percussion, she said, matter-of-factly, “Percussion’s more interesting than flute.” 
 Assistant director and percussionist Mr. Richards recognized the pressure students 
felt when choosing instruments in middle school, and likewise suspected that family 
members carried a substantial amount of influence. 
Disney: Do you feel like some of these stereotypes we encounter, sometimes they 
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get locked in really early, maybe just because of social concerns? 
Mr. Richards: Yeah! When the kids are picking their instruments, they’re not 
picking their instruments based on what a high school band sounds like or what a 
drum corps looks like, or the percussion ensemble, or having seen the color guard, 
with the exception of the kids who have an older sibling who has gone through 
the band program before and been around stuff. 
Mr. Richards also explained how peer musicians, but especially non-percussionists, can 
transmit stereotypes about percussionists and in particular, mallet players. 
Disney: [Students] think that there are stereotypes, and they all, but particularly 
mallet players, lament that it is seen that the pit is, you know, beneath drumline. 
There’s more glory, one of them said,7 to carrying snare drum. But none of them 
believe that, but where are they getting those ideas from, if they don’t generate it 
themselves? 
Richards: They can get it from other members of the band, although I will say 
this. I know that our band goes around, not defending our pit against other band 
programs, but like, advertising them. Like, hey, check out our show. Hey, did you 
notice that we’ve got a 25-second pit break where there’s literally nothing but 
mallets doing an accelerando in our show? ‘Cause your pit can’t do that. 
Data analysis suggested that a competent pit aligned with a competitive or at least showy 
one. The tendency toward favoring competition appeared many times in the data (see 
                                                 
7 Disclosure: I was remembering Ben’s words about mallet playing being depressing, and that 
“they say” pit sucks, and extrapolated in the moment that his peers must perceive battery playing 
as comparatively better. 
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“Winning,” below). 
Participants saw both peer pressure and family tradition as influencing instrument 
choice. According to their quotes, middle-school students made decisions based on 
family and friends rather than, or at least in addition to, personal preferences. Researchers 
have hitherto identified peer pressure as influencing student instrument choice (Conway, 
2000; Forney & DeCarbo, 1993). Sinsabaugh (2005) reported that family support helped 
students feel better about choosing non-gender-conforming instruments. Million et al. 
(2002) found that playing a non-gender-conforming instrument resulted in harsher 
judgments toward musicians, based partly on the gender traits associated with a given 
instrument. Participants’ experiences affirm many of these findings, and show that 
students may choose a gender-conforming instrument due to pressures found within the 
middle school classroom or at home. 
The Power of Tradition and the Passing of the Old Guard 
 When discussing SHHS pit’s ability to carry a performance independently, 
Richards touched on another emergent theme: Previous generations of teachers once 
propagated ideas about gender-based instrument assignments that enforced gender roles 
and stereotypes. These ideas have faded as experienced educators have retired and their 
influence has waned, although some remain, young and old alike, who continue to cling 
to them. Richards alluded to the power of seasoned educators when he said, 
There’s a lot of schools that don’t [give the pit solos]. And so, that comes from 
people who don’t have a percussion specialization, so they’re coming at it from 
their instructors, who were old school, and have, may have a gender bias in their 
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assigning of things. 
This was not just a hypothetical phenomenon that occurred elsewhere. Richards stated 
that similar “old school” instruction had occurred at SHHS and its feeder middle schools 
before his arrival: 
[Seniors] that were there one year prior to me, had some really old-school 
instruction. Like, seriously, like, legit old school, the people that are in the, that 
top echelon of experience for the [regional music teacher] group, for example. 
You know, those people are playing into, like, the old-fashioned stereotypes from 
back in the day. Where gender-based assigning of instruments was definitely a 
thing. You know, you talk to anybody who had the band directors in the colleges 
in the ‘60s, from around here, whether it be a state university] or [local college] or 
wherever, people will talk about gender as a thing when discussing those band 
directors now. Especially with those that have gone, they’ll feel a little safer going 
“well, okay, now that he’s passed, let’s start talking about some of the more real 
things that, like, should have been addressed properly but weren’t,” that they 
experienced in their lifetime. 
Xavier also spoke about the change in the percussion section coinciding with Richards’s 
arrival and credited the assistant director for students’ lack of adherence to old-school 
gender stereotypes. He also praised the quality of Richards’s compositions, which 
presented such a leap in quality that “even the boys wanted to be in the pit.” 
 Based on what I had seen of Xavier during research, I believed this unfortunate 
wording reflected an unnoticed assumption, akin to Johnny immediately backing down 
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from the ideas that people are “shoved in the pit.” The comment may also reflect a 
perception that older mallet parts or parts written by non-percussionists are overly 
simplistic (see the section “The Spectre of Marching Band,” below). Nonetheless, Xavier 
lamented the continued existence of negative gender stereotypes, especially for feminine-
typed mallet percussion instruments: 
I know of a percussionist who student taught with me when I was at [another 
school], [who] said he would never start boys on bells because it emasculates 
them. And that’s just completely wrong. It’s the instrument. It’s the basic 
fundamentals of reading music, too. The bells. And I guess I’m just old school, 
but that’s the way we started out. 
This quote presents an interesting contradiction in narrative. For Mr. Richards, old school 
teachers contributed to the persistence of stereotypes, gender roles, and expectations. For 
Xavier, old school meant a style of instruction where percussionists started on bells 
alone, in order to promote melodic literacy. I experienced the same restriction as a sixth 
grader. This paradox reveals the believable possibility that “old school” may stand for a 
variety of things, and even in a relatively small community does necessarily denote the 
same set of rules or traditions among people. 
 One belief that both directors had in common was that gender stereotypes were 
puzzling, problematic, and above all, something held by others, but not SHHS. The band 
directors rejected practices of assigning instruments based on gender held by retired 
music educators and current educators in other programs. Yet, despite their notion that 
gender-driven assignment was an outdated concept, gender roles still appeared in the 
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SHHS percussion section in the form of mallet and battery zones occupied by a 
predictable set of students handily divided by gender. In some ways, I suspected, gender 
roles were propagating against the directors’ wishes, and likely beneath their notice. One 
way this began to appear in the data was in language used to describe percussion. 
Participants, both students and directors, consistently described percussion or reported 
hearing percussion described in terms that made it seem barbaric. Oftentimes, this 
occurred alongside notions that percussion required brute strength and other traits that 
coincide with classic depictions of masculinity. Percussion, uniquely, might have the 
potential to become so brutish that others consider it unmusical, or at least different from 
other, more musical instruments. 
Percussion, the Non-Musical Instrument 
 The SHHS band culture appeared to aggregate the opinions of many people 
within a larger band culture, including family members, peers from the present and as far 
back as 6th grade, and even other teachers, both active and retired. Although these people 
never set foot into SHHS band rooms during my research, their influence was evident. 
However, outside influences did not construct images of percussion alone. Several 
immediate aspects of SHHS Band’s organizational culture promoted ideas about what it 
means to be a percussionist and reinforced notions of percussion as having a masculine 
alignment. 
 Participants spoke about percussion as an instrument that, due to its volume and 
intensity, existed outside the normal boundaries of musicality. Although percussion 
served an essential function as a timekeeper, in equal measure it was a point of concern. 
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Data revealed a fear that percussionists left to their own devices could go wild and 
abandon all measure of musicality. Logan noted that Xavier had once requested him to 
play softly to not disturb the wind players, quoting the director as saying “you’re just 
background noise.” Ben reported learning a similar lesson when taking a music theory 
class: “Taking his music theory class,” Ben said, “has taught me that, uh, he does not 
favor the percussion instruments. That we are just, noise.” 
 I asked Sue how her band experience was different from non-percussionists. She 
replied, “Percussion is, like, separate from the rest of the band, like, when we practice 
and stuff, like, we warm up separately. And, like, sometimes the band will do musical 
stuff and we’ll go and do, like, drum stuff.” Sue, who sometimes played mallet 
percussion, seemed to consider herself separate from other band members who were 
engaged in “musical stuff.” I theorized that the battery section served as the face of the 
percussion section due to ideas of competitiveness associated with battery positions, or 
that, overall, the noisome qualities of the battery simply outweighed any melodic 
contribution of the mallets. 
 Indeed, it appeared that the word “percussion” primarily suggested the aggression 
and loudness associated with battery. While the band provided music, percussion 
(battery) was comparatively chaotic, and meant to function in the background. One field 
note strongly reflected this idea. During a rehearsal, Xavier became concerned that the 
percussion could not see their music, due to multiple players some distance apart from 
one another using one copy. One, in fact, announced that he could see the music from the 
back of the room, a clearly impossible feat. “How,” Xavier asked, “is the bass drum 
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[player] going to read?” Bruce responded that the part was easy, implying that it was not 
necessary to even see it. “This is why I’d never do percussion,” Xavier responded 
(emphasis in original). “I need more structure than that!” Percussion, to the players and 
the directors, emanated an inherent non-musicality, if not a sense of chaos. 
 During Xavier’s interview, I asked him about the proper function of the 
percussion section. His response pointed to percussion as a rhythm-skill based section, 
and once more spoke to the concern that percussionists could easily become too loud, 
disturbing the band’s musical effect. 
To me, as a conductor on the podium, I don’t want the percussion to be 
overbearing. I should hear them, but not notice them. It should be something that 
just adds flavor and color to what we’re doing, not something that I’m constantly 
having to say, “Okay, back off, this is too loud.” It’s sort of like watching a 
movie. The movie sets the mood of what’s going on, but you don’t really notice it 
until you stop and actually listen to it. To me that’s what the percussion ought to 
do; they ought to give that rhythmical pulse and just, that, help with the energy 
and dynamics of the piece. 
Xavier also admitted that, in concert band, “my main focus is on the wind players.” The 
goal for percussion, to him as director, was to support those players in a way that wasn’t 
too noticeable. The main concern was that this non-musical aspect of the band would 
become too loud. Percussion, uncontrolled, could become disruptive. Percussionists, 
unchained, could become inhuman in a way that mirrored their sounds’ unmusicality. 
Nowhere was the fear of brutish percussionists more apparent than when, after a 
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particularly vigorous run-through of a highly percussive segment, Xavier cut off the 
band, looked back to the battery section, and said, “I’ve created a monster, haven’t I?” 
Brutally Loud 
 “Percussion’s more brutal than other like, sections of the music world,” Bruce 
said to a focus group. “Just because of the nature of how you play” (emphasis as spoken 
in the recording). The act of creating music using physical force resonated deeply in how 
students constructed their self-identity as percussionists. Bruce again voiced this 
connection between percussionist status and physicality when he said, “Percussion’s an 
animalistic sort of [thing].” He continued, in a gruff, caveman-like voice, “Oh, yeah, I’m 
beating stuff! I’m hitting things with my hands!” To some, hitting surfaces and playing 
loudly acted as part of the initial appeal. Curt described his first percussion experience as 
being handed drumsticks and told, “Here, play the drums. You can hit stuff!” Parker, who 
played trumpet but decided to join the percussion ensemble, said that despite trumpets 
comparable aggressive characteristics, on drums, “I’m like, yeah! I can hit things!” 
Participants noted the unique act of creating musical sounds through hitting, and 
contrasted percussion’s brutality with non-aggressive wind instruments. Bruce, again 
speaking in a focus group about the nature of percussion, noted: 
[Percussion’s] not refined, or elegant, like, you know, playing a string instrument, 
or playing a flute or something. So I guess, it’s sorta like, goes along with 
people’s general idea of what a dude should, like, he should, like, hit stuff! And, 
football! 
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As hinted at in Bruce’s statement that inelegance goes along with social ideas 
concerning what males should do, data associated the aggressive nature of percussion 
directly with masculinity. Ben and Logan commented that percussion’s association with 
brutality comes from the instruments’ prehistoric origin and the idealization of male 
primitivity and dominance: 
Ben: Percussion started a long time ago, when males were mainly dominant. In 
everything. But uh, so what I’m saying is that has been, that males were 
dominant, and with what [Bruce] said the fact that it’s more brute force and 
animalistic, it has stayed that way. 
Logan: Or as I said, ginger8 roles (emphasis as spoken on recording). 
The young women all agreed with this idea and associated aggression with maleness. I 
asked the male underclassmen if they were generally louder, as talkers and players. 
Johnny disagreed, but Carol and Sue immediately rebuked him: 
 Disney: Guys, are you louder? 
 Johnny: Um, no. 
 Carol. Except for that one! 
 Sue: They like to beat on stuff more, like on the drums. 
 Carol: They’re more aggressive. Like, some of them are more aggressive. 
 (Someone in the background): Ben! 
 (Group laughs) 
 Scott: He broke three [cow bells] last year. 
                                                 
8 Logan was making a pun. He has long, curly, bright red hair. 
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 Was percussion an aggressive instrument at SHHS? The words of participants 
reveal the answer as “yes.” One principal way aggression manifested was through sheer 
volume level. Several times throughout the research period, male students took pride and 
joy in the prospect of hitting something harder than normal, and the directors oscillated 
between attempting to control the dynamics of the battery and encouraging players to 
strike with utmost force.  
 One field note described the B room (where percussion ensemble rehearsed) as 
loud and for lack of a better term, membranophonic. A large number of membranophones 
sat in the room, and most had someone playing it incessantly. Before rehearsal started, 
the sound was nearly deafening, but especially Scott and Bruce’s playing. Bruce 
complimented Scott on his volume, specifically point out Scott’s “heavy foot” on the bass 
drum. My final thoughts about this pre-rehearsal environment captured the moment with 
the following description: “Loud. Loud. Loud.” 
 In another note, I described how Alex, a student who declined to interview but 
agreed to participate in observations, hit the bass drum so hard that all the mallets that 
rested on top of it—despite their secure placement in in an attached stick bag—fell off 
and clattered on the ground. While the mallets bounced on the floor, Ben was hitting the 
timpani so hard that the pitch bent with each new note. Ben was, as it turned out, not only 
hitting the drums with full force, but also using the hardest Vic Firth timpani mallets 
available.  
 My observations captured moments of exuberance from students engaged in loud 
playing. After finishing a particularly intense section of music, Bruce exclaimed, “I hit 
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the metal thing, real loud!” His face reflected a “sincere excitement.” A moment later, 
Bruce noticed a ffff dynamic marking, at which point he became “even more excited,” to 
the point of giddiness. “Four!? That mean hit real loud!” Note that the syntax and 
grammar here reflect the actual quote, with the emphasis in the original. Banner, who 
earlier referenced humanity’s primitive nature, often adopted a truncated, “caveman”-like 
speech pattern when given the opportunity to unleash his aggression. In another instance, 
after Xavier told Scott that his attack on a note had been awful, Scott responded, “I hit 
harder!” Much like an old folk remedy, louder volume and increased force could act as a 
panacea, as far as the young men were concerned. During a focus group, Logan and 
Bruce actually got into an argument over who had the more aggressive part. The 
argument ended when Logan exclaimed, “I hit the big drum, many times!” 
 While the band rehearsed the section of music described above during class, one 
participant grabbed a large bass drum mallet and pretended it was a penis. He held it 
against his belt buckle and thrusted into the air with every boom on the bass drum. The 
masculine gendering of “loud,” at least in this instance, should be obvious. 
 When faced with this wall of sound, the directors responded in a variety of ways. 
Xavier once cut off the band to tell the battery, “Everything can’t be a drum solo!” 
Richards, during a percussion ensemble rehearsal, in the constantly loud B Room, 
responded to loud playing by telling a line of tom players, “You can hit it as loud as you 
want and it’s still going to sound good!” However, whether directors encouraged 
aggressive playing or not often appeared beside the point. Battery players expressed the 
idea of a minimum amount of brutality inherent to playing drums, and took pleasure in 
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unleashing their aggression, whether their peers and directors appreciated it or not.  
 Data show that all instances coded under loud or aggressive playing came from 
battery percussion, and never mallet percussion. Further, all players in these instances 
were male, and almost all recorded instances of loud or aggressive playing featured male 
players. The line of toms Mr. Richards encouraged to hit hard did include Sue and 
Wanda, but their inclusion served as the only counterexample in the data of females 
playing aggressively. 
The Spectre of Marching Band  
 SHHS percussionists, and in particular ones who identified more closely with 
battery percussion, had a mental image of percussion that included a minimum certain 
amount of non-musicality and brutality. Another trend in the data revealed a desire to 
participate in competitive environments, especially marching band. Although marching 
band took place in the semester before research began, every visit to the research site, and 
every interview, contained reminders that marching band did not simply occupy the fall 
semester; it occupied a primary position in the minds of participants. Participants 
matched their fondness toward marching band only with their equal amount of expressed 
disdain for concert band. I recorded the spectre of marching band as manifesting in three 
distinct ways: verbally, in the words of the students and directors; physically, in the 
action and body language of the participants; and visually, in the form of clothing, 
posters, stickers, and media. 
 Participants, when asked to identify their favorite instruments, often responded 
with marching drums. Sue, in her interview, declared marching bass drum as her favorite, 
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saying, “I like doing splits and stuff and, like, we really have fun with a challenge.” Bass 
drum splits once more appeared when Logan declared, “During concert band I don’t get 
to play bass splits, so I’m sad.” “Splits” refers to the practice, in marching band, of 
creating an intricate bass drum part that assigns each bass drum to a different pitch on the 
music staff, similar to a medieval hocket. This feature, besides appealing to Logan and 
Sue, also acted as a deal-breaker. Removing “splits” from a bass drum part (which would 
strongly resemble a concert band bass drum part) changed the bass drum from an 
appealing instrument to dull. Carol described bass drum as her least favorite percussion 
instrument. When I asked why, she said: 
It’s just, like, a singular note. And it gets really annoying after a while. I mean, it 
sounds cool, with everything, it’s just when it’s playing its own thing, it’s just 
kinda annoying. Just the big drum, not the little, not the marching band ones. 
Those are cool, because they have different sizes. 
Marching bass drums, with splits and different sizes, could be cool, but concert band’s 
version of the same idea, emphatically, was not. 
 Faster and more intricate parts factored into the preferences of other participants, 
but again, specifically, it appeared that these ideas had become associated with marching 
band. Wanda told me during a focus group, “I just like marching band better.” Marching 
tenors, in fact, were her favorite instrument, despite the fact that she did not play them. 
Every female percussionist shared Wanda’s preference for marching band. When I asked 
her why she liked marching band more than concert band, she mentioned the complexity 
of marching season parts. “In marching band, “she said, “we had split 32nd notes and 
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stuff. If you showed it to someone, they’re like, ‘what is that?’” 
 Complexity of rhythm and a display of chops, the which could make another 
person say, “What is that?,” fueled the upperclassmen, as well. As previously described, 
Scott preferred marching tenors. He also told me in his interview that his preference 
stemmed partially from the complexity of tenor parts. Further, he felt that Mr. Richards, 
the assistant director, could uniquely supply parts with the requisite amount of 
complexity. 
Disney: So, the complexity of the part plays into your enjoyment of the 
percussion instruments? 
 Scott: Yeah. 
 Disney: And tenors tend to have more notes? 
Scott: Especially with the way [Mr. Richards] writes, because he played tenors 
and he played some really crazy parts, and I would always ask him for drum-
corps-esque parts, like, crossovers and sweeps and all that stuff. 
Even Jean, ever the timid keyboard percussionist, showed a competitive streak when 
marching band came up in her interview. Although, I noted, complexity and 
competitiveness still correlated with “chops,” specifically here speed, rather than melodic 
complexity. 
Disney: So, as somebody who was a pit person, do you perceive that there is any 
kind of competitive streak among pit members? 
 Jean: Yes. 
 Disney: Okay. In what way? 
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Jean: We always try and see who can play…. Like, we had a really difficult part 
in the marching band show. We called it “the lick.” So, like, whoever could learn 
it faster. 
Surprised at the virtually universal sentiment that this attitude represented, I asked 
the upperclassmen focus group about thee apparent focus on marching band. Ben replied, 
“I get better because I play a hard part.” When I asked what “better” meant, he shouted, 
“Chops!” The group laughed and joined in on the conversation. 
Group: Yeah! 
Logan and Ben, simultaneously: More technically skilled! 
Logan: Technically acquainted. 
Ben: Your technique and mechanical ability are increased. 
Logan: More notes per capita. 
In comparison, participants depicted concert band as an environment that, due to the lack 
of competitive outings, lacked engaging parts. Bruce noted that a given marching band 
song “has more notes than all of my concert pieces put together.” Ben responded by 
saying that, although he plays in pit during marching season, he avoids concert band 
mallet parts because they’re so easy. The lack of parts could lead not only to a lack of 
percussionist engagement, but also to directors paying less attention to percussion. Sue 
described the difference between the concert and marching band environments by saying, 
“Well, Mr. Xavier, usually he’s like, well, for concert band, he usually is like, he doesn’t 
really pay attention to percussion that much ‘cause we don’t have as many parts in 
concert band.” Carol confirmed Xavier’s inattention, saying, “You learn new things in 
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marching band, and in concert band you’re just sitting there waiting for people to pay 
attention.” 
 I asked Mr. Richards his feelings about the students’ preference for marching 
band. He appeared to sympathize, saying: 
Concert band, you have a lot more spreading around the wealth, and not 
necessarily as much wealth to go around, ‘cause you can’t control what someone 
in 1972 thought was a great percussion part. Sometimes they’re awesome, and 
sometimes, they’re percussion parts from 1972, and you live with it. 
Scott described concert band as a setting that, due to the status quo of having stripped 
down parts, limited percussionists from displaying their abilities, saying, “We’re just 
surrounded by drums, and [during marching band] we’re like, ‘look what I can do.’  And 
in concert band, if we go, ‘hey, look what I can do,’ we’ll get yelled at!”  
When I asked Xavier about his vision of percussion in the band program, he 
echoed the sentiments of student participants. Xavier thought that percussion acted as an 
essential component to marching band—without percussion marching band would sound 
empty—he felt differently about concert band. He explained that, during concert band, 
“My main focus is on the wind players. My role is to make those [percussion] parts fit 
overall with all the winds.”  
Visual and Aural Marching Band Phantoms 
 Percussionists in SHHS concert band appeared to long for marching band; I mean 
this in a strictly literal sense. Beyond expressing a desire for marching season to return, 
participants adopted a physicality that suggested a marching band environment. Posture, 
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hand motions, facial expressions, even vocabulary heard from percussionists contributed 
to the “drum line” veneer that participants sought to paste over what they saw as concert 
band’s limitations on their abilities. Whether these limitations exist in environments 
outside of SHHS is hard to say, but at SHHS, the directors had conveyed to students that 
they were not as important as during marching band.  
The data were full of descriptions of percussionists treating concert instruments 
like a marching drum. Scott regularly mimicked sweeping motions of marching band 
tenor players while playing vibraphone, and played rudimental snare drum patterns in the 
air or on the rim between hitting notes on timpani. Johnny regularly practiced diddles on 
his forearms with chime mallets. Battery percussionists playing xylophone would adopt a 
wide stance like a marching pit player, and “pulse the time” with their arms the way they 
would if in an actual marching pit. Participants sitting on the floor would practice 
marching-style rudimental patterns; Bruce regularly treated the floor as a set of marching 
tenors, doing sweeping motions the way Scott did on vibraphone. Students would do 
stick tricks in the air while playing any given instrument.  
 One instance in particular illuminated how participants could mold a concert band 
rehearsal into a pseudo-marching one. Ben played snare drum on a piece. The piece also 
contained a cymbal part. Jean held up the crash cymbals for Ben to play, acting exactly as 
a marching cymbal player would during a marching show. The optics of this moment had 
Jean acting in a servile manner for the young men hitting the cymbals. While this 
occurred, not only did several male percussionists sit against the wall, doing nothing, but 
several cymbal stands stood to the side unused. 
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 Vocally, participants relied on marching lingo to communicate. I often heard 
“drum speak,” the practice of voicing rhythms with scat-style syllables that emulate the 
sound of a drum, while observing concert band and percussion ensemble rehearsal. I 
described one instance of this in the introductory chapter, with Mr. Richards walking 
around the room speaking drum. I noted, “This is a major instructional technique for 
Richards. Moreover, although perhaps strange to non-percussionists, the students appear 
to comprehend his instructions. Although [here used in] a concert ensemble, this method 
is common in DCI groups and marching bands.” In another rehearsal, I once again 
described Richards’s energetic approach, and drum speak, with the following note: 
“Richards is active throughout the ensemble, never staying in one spot. He 
teaches and moves simultaneously and constantly, giving instructions and count-
offs from the front, middle, and back of the room, and while walking from place 
to place. The DCI rhythmic syllables are used continuously to speak parts to 
students.” 
The section of music rehearsed during both instances described here was the same: a 
section of the concert show that involved a line of floor toms behaving as a marching 
bass drum section would, including the 32nd-note “split” parts described by many 
participants. Other than the difference in timbre between floor toms and marching bass 
drums, these instances mirrored the attitude, instructional style, and musical values of a 
drum line rehearsal. 
Visually, I encountered constant reminders of marching band and, at the same 
time, print media that reinforced percussion’s masculine status. Clothing worn by 
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Figure 1: A photo the Indoor Percussion Ensemble playing a section of the show requiring many 
toms. 
participants and stickers used to adorn personal items aligned with the overall “marching” 
atmosphere, with data from every visit showing that students wore drum line hoodies, 
shirts featuring their favorite drum corps, and shirts devoted to previous years’ marching 
shows. Students’ laptops had stickers that said “DUT STRONG”9 or “SH DL” (that is, 
Sunny Hills Drum Line). The instruments all retained their marching frames: huge 
wheels for traversing grass and thick metal bars on which one could mount various 
cymbals or accessory instruments. These factors culminated to create a visual of a 
                                                 
9 “Dut” is a syllable used by drummers to count off in marching band and drum corps. 
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percussionist playing a marching instrument, wearing marching-band-themed clothing, 
and performing marching band visuals in a concert band rehearsal. 
 Posters, pictures, and banners around the entire building privileged marching band 
over concert band. A majority of pictures were of the SHHS band after a marching 
competition or after a parade. The walls of the concert band room had large banners 
dedicated to previous marching shows on the walls, as well as marching banners that read 
“SHHS Marching Band.” In the percussion section, posters and pictures likewise 
depicted marching ensembles, including a poster of DCI drum corps, a printout of the 
“DUT STRONG” and “SH DL” stickers, and multiple rudiment charts. One rudiment 
chart listed speeds at which students should play rudiments in order to achieve a rating of, 
in increasing level of proficiency: Bronze, Silver, Gold, Platinum, and Freakish. 
 The percussionists who appeared in the pictures and posters, previous SHHS band 
members or professional musicians alike, were predominantly male. Of the 20 
professional percussionists depicted visually, only two were female. Percussionists 
featured in photos of the band had approximately the same ratio of females to males as 
the current percussion section, with little changing in the numbers from year to year or 
picture to picture. Participants like Logan recognized SHHS’s tradition of mostly male 
percussionists. In a previous chapter, Logan had mentioned social gender roles. When 
discussing that subject, he said, “Most of the percussion people on the posters will be 
guys, and you’ll, sometimes, I’ll watch the Cavaliers and their drum line and they’re like, 
I’m pretty sure they’re all dudes.” Logan was correct, as the Cavaliers drum corps is still, 
as of 2018, an all-male group. 
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Figure 2: A photo of SHHS percussion's rudiment proficiency chart. 
 I also noted that all the drumsticks, mallets, drum heads, and even instruments had 
males’ names inscribed on them. To examine any percussion item was to encounter a 
man’s name. Vic Firth, Musser, Ludwig, Zildjian, and Remo are all brands named after 
men. Sticks and mallets featured names like Jim Casella, James Ross, Tom Rarick, and 
Anders Åstrand. One drum bag’s brand was expressed by a caricature of a man with a 
goatee. 
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Figure 3: A photo of a drum bag whose company logo is a man with a goatee. 
Percussionists in SHHS band were surrounded therefore by visual reminders of 
percussion’s maleness, and of the important marching season held within the culture of 
the section, and the organization. 
 Participants also stated that they preferred marching band because only there did 
parts contain a sense of complexity and, it seemed, only there did percussionists feel that 
people appreciated their talents. The same instrument, beloved during marching band, 
could become ignored during concert band based on this reason alone, as seen in the 
contrasting ideas of marching bass drum as complicated and concert bass drum as simple, 
and in Ben’s rejection of mallets only during concert season. Although a glockenspiel 
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could provide challenge and musical value during the marching show, during concert 
band, according to Mr. Richards, “You’re usually not playing a lot of rip-roaring notes.” I 
began to wonder about the impact of percussionists viewing concert band as elementary 
had on the band’s culture. As I analyzed data further, I found an organizational tendency 
to focus on competition. While concert band had its own competitions, percussionists 
stated that they did not feel that concert parts demonstrated their abilities, due to the 
overall simplicity of the music. Marching band, on the other hand, represented a time 
when the organization did not treat freakish rudimental skills (per the rudiment chart, 
above) and rip-roaring as unmusical, but could actually win the day.  
Winning 
 During my visit to the research site in February, Xavier made an interesting 
comment to the band that demonstrated an organizational inclination to privilege 
competitive events. He announced that, unlike previous years, this semester would have 
no preview concert early in the semester. The reason was simple: “I just want to go to 
festival,” he told the students. The organization had abandoned a community concert to 
focus more on music to perform at a regional concert competition. Although 
percussionists did not necessarily describe concert band as a place to highlight their full 
abilities, the effects of the head director privileging competitive events must have 
influenced the attitudes of students. At the end of the semester, Xavier mentioned the 
festival ratings at the very beginning of the concert program, before stating any 
information about the pieces played that night. The concert program also contained a 
section that highlighted students who competed in regional honor band tryouts. Xavier 
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would brag about their high placements during moments of the concert when students 
moved equipment. He also proclaimed to the audience that the concert percussion 
ensemble “received first place everywhere they went!”  
 Student participants showed their love for competition in a variety of ways. I saw 
it when Johnny called Sue a quitter for not attending a competition, and when Logan and 
Ben joined forces to talk about how chops came from marching band, partly due to the 
sense that someone else might be faster and better. These hypothetical phantom 
drummers meant that SHHS percussionists had to keep practicing during concert band in 
order to maintain their status as an award-winning drum line. When I asked the 
upperclassmen if beating other schools was important, they exclaimed the affirmative in 
unison. Logan added, “Insanely so!” Ben talked about how the percussion section, 
saddened by a lackluster performance in one competition, later realized “that you could 
buy happiness” when awarded a first-place trophy at the end of a competition. To Scott, 
the drive to spend his concert band time practicing rudimental patterns on the floor 
stemmed from a high-priority desire to upkeep his rudimental skills. He told me that the 
promise of future competitions “helps us all technically, and it keeps our attention, and it 
helps that we can beat other schools and then get a trophy. ‘Ha ha, we can hit faster than 
you can.’” 
 Mr. Richards agreed that competition was important to the band program, and 
especially to percussionists. He noted that the competitive nature of drum line and indoor 
ensembles not only gave percussion an outlet, but that it actually helped the entire band 
program: 
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People who aren’t necessarily competitive can feed off the energy and drive of 
those competitive kids, and use that to their advantage, so it cultivates a 
leadership. . . . The percussion’s a very good social tool to the rest of the band to 
be either the whip or the carrot, to drive the band horse at times. And obviously 
some of them have more social graces than others, so some are better at carrots, 
some are better at whips. 
He also pointed out that extracurricular competitive brass or woodwind ensembles did not 
exist in the area. Therefore, he explained, “Having a group that can go out and compete, 
not just go out and perform, but to compete, is a really motivating factor. The percussion, 
and the color guard, get to indulge in that.” Although all band members represent the 
organization, students who compete here received special designation as promoters of 
musical standards. I had no doubt that this factored into percussionists’ perspective of 
marching band, a highly competitive ensemble, as a more worthwhile experience. 
Concert band had little opportunity for a percussionist to wield the stick (or carrot), 
concert percussion ensemble a bit more, and marching band most of all. 
 In this study, I asked how an organization recreates various cultural gender norms. 
Here, we have the depiction of students themselves as whips used against other students 
in order to help propel them toward higher achievement. The organization saw 
competition, in the form of the competitive percussion ensemble and guard contests, as 
the way to enact the whip against the overall band program. Percussion students were 
aware of competition’s organizational importance, and in fact relished in the opportunity 
to engage in competitive functions in order to test their chops and beat other schools’ 
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percussion sections.  
At this point in the interview, I recalled Ben describing how percussionists can 
find happiness in the form of a competition trophy. Happiness appeared to coincide with 
the feeling of accomplishment that came with beating other schools. Competitiveness 
also appeared to come hand-in-hand with more complex parts, which reinforced 
participants’’ valuing of competitive ensembles over concert band, which, although 
technically competitive (one festival occurred during the research period), did not often 
feature percussion parts that satisfied participants. Mr. Richards’s comment demonstrated 
that competitiveness had become an understructure and a behavioral script (Nagel, 1998). 
The organization itself, in the attitudes of the directors, promoted competitiveness as a 
desirable factor, both from the standpoint of the directors, who promoted competitive 
ensembles, and from the students, who felt a sense of accomplishment based on their 
participation in competitive events. The comment further suggested that percussionists 
acted as a tool to bolster competitiveness. The whip wielders helped enforce standards of 
excellence among other students. The organization privileged competitiveness, in other 
words, particularly when it came to percussion students. 
The percussion students indulged in competition so much that, in the hallway 
outside the band room, the audition results from the previous semester hung on public 
display. Let there be no doubt, the paper appeared to suggest by a public showing of a 
ranked order of students’ names and scores, about the pecking order (pun once again 
intended). I removed the names from this figure for purposes of confidentiality. 
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Figure 4: A photo of chair audition results, including scores for individual percussionists.  
 Marching band, competition, and winning played an important role within the 
entire SHHS band organization. The percussion section, in particular, felt a strong 
connection with marching band that derived from feelings that concert band placed 
limitations on them. Notably, these limitations came partly from the perceived simplicity 
of the parts, but it also connected to participants’ perceptions that percussion was loud, 
brutal, and musically unlike other instruments in the ensemble. The concert band 
environment did not embolden percussionists to say “hey, look what I can do!” 
Furthermore, although concert band had competitive elements, percussion received less 
attention, with the focus shifting to wind players. The spectre of marching band loomed 
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over participants during concert band and indoor ensemble rehearsals because marching 
season was, as Xavier said to me during an interview, “definitely their thing.” 
 Participants had a singular focus on beating other bands during marching season, 
and on playing faster and better than other percussionists did. This mentality, historically, 
has a long history of connections to band, including advertisements promoting band as a 
cure for boys’ frailty (Macleod, 1993). Gould (2012b) remarked that school bands, with 
their origin point in military bands (and often with support of police departments), 
continue to play a large role in constructions of masculinity, including notions of nation 
building and paramilitary ideals of hierarchical rankings and discipline. At SHHS, the 
obsession with beating other bands manifested itself in a visual, aural, and environmental 
focus on marching percussion, and on various aggressive, masculine-typed behaviors and 
ideas. I observed that participants and the organization privileged rudimental drumming 
and marching ensembles visually through marching-themed posters, pictures, stickers and 
clothing. Students practiced marching music, used drum line lingo, competed for higher 
positions on the rudiment chart (“Freakish” being the ultimate goal), and adopted drum 
line visuals whenever possible. Concert band did not allow percussionists to play high 
volume level, expression of chops, or aggressive playing style, and therefore, they did not 
feel as welcome, or as satisfied. 
 Percussionists could not forget marching band and all of its masculine properties, 
such as the desire to dominate competitors, even during concert band season. Perhaps the 
most salient example of marching band’s underlying presence came when I observed 
Scott practicing audition music for fall drum line auditions. I watched him work 
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diligently on the piece, during a concert band rehearsal, of course, for half an hour before 
I realized that Scott was graduating in three weeks. Old drummers die hard. Nevertheless, 
who can fault him for his excitement? The very last words I recorded as part of my 
research were from Xavier, near the end of the spring concert, as he explained to the 
audience that the indoor drumline had done very well, but that “marching band will be 
even better!” 
Summary 
 The SHHS percussion section operated in an environment full of understructures, 
signals, and cues that helped to continuously cast, and recast, percussion as a masculine 
instrument played by male students. These organizational features, because they often 
exist under the surface, and may be undetectable by those within an organization. 
Although SHHS directors and students did not express that instruments belonged to a 
specific gender, students arrived at the program with personal expectations and 
stereotypes imparted by their peers and families. Gender stereotypes had pressured 
participants when selecting instruments in 6th grade. Some participants felt pressure going 
even further back, with family tradition factoring into their initial decision to play a 
woodwind or piano. In some respects, gender ratios and stereotypes emerged years in the 
past, and even if students perceived that their peers and directors had no gender bias, the 
influence of family and peer pressure was still evident. 
 Ultimately, the organization did gender percussion as masculine. However, 
students and directors did not actively choose to do so, rather falling into traditional 
tropes and descriptions that carry a de facto masculine status. During the research period, 
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participants described, depicted, and treated percussion as loud, out-of-control, borderline 
unmusical, primitive, and brutal; many of these descriptors correlate to ideas of 
masculinity recorded since the advent of the Bem Sex-Role Inventory (Bem, 1974). Other 
instruments received feedback about articulation and intonation, whereas percussion 
epitomized a beast that required restraining. At least, the battery was, but as I described in 
the previous chapter, percussion often meant “battery percussion.” 
 Finally, marching band was such a powerful concept that it acted like a phantom 
that loomed over the organization, and especially percussionists. Percussionists found 
concert band limiting, but during marching season, the directors could unleash them to 
help decimate competing bands. For the most part, percussionists felt underutilized 
during concert band, and therefore treated it as something they had to endure before the 
next marching season finally arrived. At that time, their loud volume, their untamed 
nature, would once again serve the needs of the organization.  
 These factors, in tandem, acted to keep percussionists mentally centered on 
masculine ideas. They reflected the aggression, volume, and competitive nature of their 
instrument in their day-to-day behaviors, which also took on an increasingly masculine 
aura when near more masculine instruments (i.e., battery zone). In the following chapter, 
I analyze the meanings inherent to this conclusion, along with my conclusions about 
percussion as divided into zones and offer suggestions about how to use these data and 
analyses in future research and in practical applications. 
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Chapter 6: Implications and Suggestions 
 In this study, I used case study methodology to answer research questions about 
how organizational understructures and their resulting gender stereotypes influence 
percussion students. To enact this, I adopted a constructionist epistemology to depict 
gender roles and gender normativity as something that occurred on an organizational 
level, as an aspect of culture, rather than individuals. The relegation of women to the 
mallet zone, for example, was not the result of a gender-driven decision by an educator or 
section leader; in fact, I feel confident that all participants in this research viewed gender-
specific instrument assignment as an outdated concept. Rather, observed patterns in 
instrument assignment, such as women largely playing keyboard percussion parts, 
represented visible manifestations of invisible organizational understructures.  
 Acker (1990) identified organizational understructures as aspects of institutional 
operations that create and re-create gender divisions. Often, these processes and practices 
stay embedded and invisible. Kanter (1993) explained that the results of embedded 
gender expectations continued to exist even when organizational supervisors took steps to 
alleviate gender roles. In this research, for instance, when I asked Richards and Xavier 
asked about why more male students play percussion or why female students favor 
mallets, they lamented the situation and spoke strongly in support of well-rounded 
percussion skills. No one at SHHS, neither student nor director, openly supported 
dividing percussion into roles based on gender or assigning young women to mallet 
percussion. Yet, they all recognized that it happened.  
 The understructure in this situation stemmed from two cultural aspects embedded 
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in the structure of the SHHS Band. First, students chose their instrument years before 
joining high school band and made their choices while experiencing pressures from peer 
groups, parents/ family traditions, and from various cultural symbols (i.e. photographs, 
male-centric percussion products) that associated males and females with specific 
instruments. In addition, unfamiliarity and/or discomfort with the opposite sex may have 
played a role in instrument choice. As participants pointed out, when students saw a line 
of girls standing beside a female band director and a line of boys standing beside the male 
band director, their decisions were likely based on wanting to be with same-gender peers, 
rather than an instrument’s merits or personal appeal. 
 The second pattern existed in a cyclical relationship with the first pattern. 
Participants identified percussion as divisible into mallet and battery zones, with skillsets 
based on melodic reading and rudimental rhythmic playing. The female participants had a 
background in piano or woodwind instruments (historically feminine instruments), 
making it more likely that they would play melodic parts, i.e., keyboard percussion. 
Males who only had rhythmic skills could exist without ever having to play a mallet part. 
This status quo was possible only because of a steady supply of females and a few males 
who possessed melodic skills. Further, data also revealed that young men with melodic 
reading ability often would only accept mallet parts when obligated to do so, and felt 
some stigmatization from others for playing mallets. Cramer, Million, and Perreault 
(2002) predicted such a feeling when describing the negative judgement of people who 
perform on gender-atypical instruments. Even the single male student who picked mallets 
as his favorite instrument distained concert band mallet parts. Eagly (1997) described 
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how gender becomes associated with a particular role and how over time a job becomes 
seen as best performed by a person of a certain gender. At SHHS, a built-in structural 
convenience led to young women, who had started on another instrument, playing most 
of the mallet parts, and young men, who had played percussion longer, playing battery 
parts whenever possible. 
 Because of these patterns and understructures SHHS percussionists, young 
women and men alike, remained less likely to have a rounded set of percussion skills. 
Unless change occurs, female students will continue to play melodic instruments a 
majority of the time, and male students will trend toward battery instruments. During my 
research, some male students demonstrated the ability to operate in both zones; although 
the data depicted a comparable number of young women as crossing over a battery 
instrument during marching season, I rarely observed a female student on a battery 
instrument (besides cymbals) during research observations. The general presentation of 
the ensembles revealed that instrument type, and the requisite skills (rhythmic and 
melodic), had assumed a performative function: Females played mallets; males played 
battery.  
These understructures, when they exist, result in a significant limitation on 
musical opportunities for students who have skill deficiencies, including potential 
participation in local and regional band events and college music programs. Although pit 
captains exist, the majority of percussion leadership positions come in the form of 
“drum/percussion captain,” a student who typically marches in the battery. This means 
that it is likely that only players with battery chops have a chance at holding a leadership 
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position in percussion in many programs. In the region where this research took place, 
regional band tryouts consisted of percussionists demonstrating prepared pieces, sight 
reading, and basic skills on mallets, snare drum, and timpani. Although a deficiency in 
one area would not likely disqualify a student from making a lower band, it seemed 
doubtful that any percussionist without proficiency in all three areas could have received 
placement in the top bands. A percussionist who lacked experience in one of the “zones” 
had become unable to make the all-state band. I construed this limitation on students’ 
knowledge, experiences, and opportunities as a systemic negative outcome, or as a type 
of structural violence unknowingly perpetuated by the institution against students that 
originated in the described gendered understructures. 
Galtung (1969) suggested that violence, defined as a preventable loss in years or 
quality of life, does not require an acting individual. Although violence enacted by one 
person against another is more recognizable and more easily understood, Galtung 
described a violence built into structures that over time manifests in unequal power and a 
loss of potential in a given aspect of life. Unequal power and loss of potential, in context 
of this study, translates to mean lack of leadership opportunity and loss of potential to 
participate in music opportunities.  
Unfortunately, due to the indirect nature of their effects and the lack of an 
individual perpetrating the violence, structural violence stemming from institutions and 
understructures can remain undiscovered and unchanged for long periods. As Galtung 
(1969) explained, the negative outcome of structures “does now show—it is essentially 
static, it is the tranquil waters” (p. 172). Violence between persons appears immediately 
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and has immediate results for the people involved, but understructures and structural 
violence are invisible and beyond the responsibility of any one person. Using the data, I 
constructed a narrative that explained how the organization as a whole supported, 
reinforced, or helped create the gendered understructures that tacitly shaped the 
experience of students within the percussion section. 
 One research question did not receive an answer in the previous two chapters: the 
question of how students perceive masculinized non-musical factors, such as physical 
size or stamina, as associating males and females with specific roles or instruments. The 
answer went against my expectations in every way. I fully expected for physical size and 
perceptions of strength to affect participants’ ideas about who belonged on a given 
instrument. Sinsabaugh (2005) found that high school students considered a larger frame 
as coinciding with comfort when playing a large instrument. However, although students 
reported that instruments were heavy, they did not feel constrained by gender or physical 
size. SHHS directors recognized that students carried heavy weights but did not believe 
that gender or size should determine part assignment. Mr. Richards, in fact, lamented that 
percussion companies appear to design equipment for 18-year-old males, and detailed the 
process of altering equipment for young women and smaller bodies in general. Directors 
and male students alike expressed admiration toward the female members of SHHS 
percussion, and female participants never expressed that their gender limited them. 
 This surprising answer to the third research question, the lack of data showing any 
importance of non-musical, physical factors to instrument assignment or choice, provides 
the impetus for the primary conclusion of this study. I suggest that, even in environments 
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where directors and participants show complete support for gender equality among 
percussionists, understructures may exist that implicitly support percussion as a 
masculine-gendered instrument played by male students, and further suggest that students 
and directors alike are aware of gender stereotypes surrounding percussion and feel 
affected by them.  
Implications for Practice 
 Music educators may benefit from considering how organizational 
understructures can lead to stacked gender ratios, gender stereotypes, and gender trait 
expectations in ensemble programs. In SHHS, directors more or less treated 
percussionists equally, regardless of gender, but gender roles remained. Young women 
occupied the mallet zone, and young men played in the battery zone. It appeared that 
many factors that led to this trend, including family tradition and peer pressure, came 
from people and situations completely outside of the band directors’ control, and that 
these pressures appeared to manifest during students’ middle-school band experiences. In 
this study, a common trend occurred wherein female students “moonlighted” on 
percussion when they got to high school, after spending their middle school years on a 
woodwind instrument or piano. High school educators might consider this phenomenon 
when incoming freshmen enter a band program. Middle school/beginning band educators 
especially might consider allowing chances for students to switch instruments during 
their middle-school career, as opportunities for change might help prevent students from 
feeling trapped on instruments they initially chose due to peer pressure or family wishes. 
 Music educators might anticipate the possibility that students with a partial 
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mastery of percussion skills will occupy one zone more often, and that this tendency may 
lead to gender division and stereotypes. Although SHHS’s directors wished for 
percussionists to have the ability to play every instrument, they recognized that students 
gravitated toward their strengths. Male students perceived themselves as possessing 
battery-appropriate rhythm skills, abilities that female students did not believe themselves 
to have. The young women participants, with experience on other feminine-typed 
instruments like woodwinds and piano, gravitated toward keyboard percussion, where 
their melodic skills found the most use. Male participants who played keyboards often 
did so out of a sense of obligation; as a result, the zones became divided not only by 
skills, but also by gender. Female students’ unwavering presence on mallet instruments 
might indicate another organizational understructure that caused boys to depend on 
young women who switched to percussion later in school to cover mallets parts. This 
situation presents a convenient solution in programs where male percussionists have 
focused primarily on battery instruments; simply let the female students who already 
know how to read melodic lines do the parts that battery percussionists cannot or will not 
do. However, I suggest that educators consider how this convenient solution potentially 
creates gaps in musical knowledge among percussionists. Students who exclusively or 
predominantly inhabit one zone will inevitably lack the musical skills attained by 
students who frequent the other. 
 Music educators can consider how gendered instrumental zones can create a lack 
of opportunity for female percussionists. Percussionists who wish to audition for regional 
bands, honor bands, and university programs must demonstrate abilities on several major 
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areas of percussion. If most students in this study wished to pursue percussion beyond 
high school, they would have to work toward supplementing a skill deficiency on one or 
more percussion instruments. Male participants like Scott, Ben, and Johnny showed an 
ability to function on mallets, albeit begrudgingly, but the female students who played 
mallet percussion did so a majority of the time, rarely crossing over to battery 
instruments.  
Students relegated to the mallet zone exclusively lacked not only skills necessary 
for further music participation; they also lacked access to leadership positions. In 
organizational gender studies, scholars have noted a tendency for females to have only 
limited access to promotions (Heilman, 2001). In the region surrounding SHHs, many 
programs have percussion/drum line captains, a leadership position usually awarded to a 
player in the marching battery: likely center snare drum or a multi-tenor player. Although 
“pit captains” existed in the area where this research took place, they often only appear in 
larger programs.10 Encouraging percussionists to have a full range of abilities diminishes 
the potential for people to associate mallet percussion with women, and it creates an 
environment wherein female percussionists can gain the experience necessary to achieve 
musical goals. 
                                                 
10 In the fall semester that I completed this research, one of my private students vied with a young 
man in votes for percussion section leader. He became drum captain, whereas the band directors 
awarded my student the official title of “Pit Mom.” The connection between femininity and 
homemaking, here watching younger children (the program in question regularly staffed the pit 
with younger students) came across strongly to me. Besides the gendered implications of the title, 
the Pit Mom honorific would not likely help the female student on a music school application as 
much as “drum captain” or “section leader.”. 
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   Music educators may consider the ramifications of privileging maleness and 
masculine traits via visuals presented in the rehearsal environment. Students were aware 
that advertisements, posters, and educational materials contained male percussionists 
almost exclusively. Koza (1992) determined that music textbooks printed in the 1980s 
commonly lacked female representation, and speculated that token examples of females 
only served to highlight their rarity. Gould (1996) advised that gender-specific role 
models had a positive effect on women seeking careers in music education. Seeking out 
media that features female percussionists could help inspire more young women to 
pursue percussion, and could alleviate institutionalized perceptions of percussion as 
masculine-gendered.  
 Music educators may benefit from considering the role that understructures play 
in the development of percussion students. In the case of SHHS, I observed 
understructures that led to various unseen assumptions and cultural norms that derived 
from participants’ emphasis on marching band. Gould (2012) proclaimed that music 
educators seem to be inclined to conflate ideas like competitiveness, rigor, and technical 
mastery with masculinity. Participants in this study associated those traits primarily with 
marching band, and as a result, treated concert band with a certain amount of disdain. 
Whenever possible, students converted concert band and percussion ensemble rehearsals 
into a pseudo-marching environment. Students spoke about beating opponents, 
competing for placement on battery instruments (mallets were not competitive), and 
having to limit their abilities, because to play as they wanted would be too loud. 
Likewise, directors depicted marching band as the place where percussionists were more 
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important to the ensemble, and a place where Richards could write complicated parts that 
would satisfy percussionists. Seeking out more engaging percussion parts during concert 
season, as well as recognizing percussion as an equally musical contributor to concert 
literature, may bolster percussionists’ sense of musical worth in concert band 
environments, and therefore foster an appreciation of a well-rounded skillset. Instilling 
percussionists with a sense of worth and value in all ensembles could possibly prevent 
some of the negative issues I observed in the SHHS band, including a hyper-focus by 
students on aggressive, loud, “freakish” playing. 
 Finally, music educators might consider that associations between instruments 
and gender, and understructures that lead to patterns in gender-specific instrument 
assignment, act as obstacles that impede their students’ musical experiences. Butler 
(2006) described gender as something people perform, and detailed how this performance 
can change from place to place, or from role to role. Wharton (2012) claimed that gender 
functioned on an organizational level. Kanter (1993) concluded that, even when 
administrators and leaders had no intention of oppression, gender roles lead to limitations 
on feminine-typed positions and female employees. Participants unknowingly echoed all 
three of these precepts during this study: Percussion students changed their behavior 
depending on what instrument they played. Various factors from within the organization 
itself helped establish percussion as masculine and in particular marching 
instruments/battery percussion. Female participants lacked essential skills due to their 
lack of experience in the battery zone. All of these Butlerian changes in gender 
performativity occurred despite directors professing to believe in gender equality. It is 
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possible that the only way to reduce this phenomenon will be to recognize gender-driven 
understructures as a negative force, and to attempt to dismantle their influence on 
students. 
Suggestions for Further Research 
 Researchers may discover new research opportunities by examining the full range 
of percussion instruments and their roles in various ensembles. Many studies depict 
percussion as comprising of snare drum, bass drum, and cymbals (Abeles & Porter, 
1978). However, percussion is more than membranophones, and more than battery 
instruments. Further, the instruments employed change from ensemble to ensemble, and 
the nature of percussionists’ roles appears to differ. For instance, I found that students in 
this study regarded concert band and marching band performance as decidedly different. 
In line with Butler’s (2006) performativity and Foucault’s (1995) conception of power, I 
found that students would adjust their performance depending on what instrument they 
played and what ensemble they attended. The fact that students sometimes change 
instruments and sometimes play one instrument further makes percussionists’ 
experiences quite different from other players in a school ensemble. McClary (2002b) 
argued for music as inseparable from culture; for percussionists, this might act as a 
practical reality of day-to-day existence. 
 Researchers can solidify gender theories’ applications within music education by 
examining organizational understructures and how they create trends in enrollment, 
instrument choice, and performance. Scholars have established a variety of influences on 
instrument choice (see Sinsabaugh, 2005). I found that peer pressure and family tradition 
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could influence what students played in a high school ensemble. Additionally, all 
participants recognized the existence of gender stereotypes, even though they did not 
express any belief in their saliency. Participants suggested that other directors and other 
students still adhered to gender stereotypes, which echoed Connell (2006), who observed 
that changes in gender relations can occur slowly. This project repeated with a different 
band could therefore have vastly different results as different directors present different 
behavior scripts that act as models and guides for students (Nagel, 1998). In order to 
determine the breadth of understructures’ influence in band organizations, I would like to 
perform further research in new settings.  
 Researchers may illuminate the existence of previously hidden gender roles by 
exploring gendered “zones” within percussion and other instruments. Are mallet players 
typically females? How often are they “moonlighting” from other instruments? Does 
behavior generally change with the instrument played? How are students “performing” 
gender expectations in other ensembles, or on other instruments? Nagel (1998) described 
behavior scripts, and Eagly (1997) outlined how social roles and pressures can cause 
people to adapt their behaviors and attitudes to different situations. In this study, I 
likewise saw students act in unquestionably masculine manners behind a bass drum, and 
quiet and subdued behind keyboard instruments such as bells or xylophones. I heard 
students waiting for a chance to unleash their full volume level and aggressive playing 
ability during the right context. Besides the battery and mallet zones seen here, other 
zones, and other gender performativity norms, might exist within band organizations. 
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 Researchers may examine how organizational practices may limit leadership 
opportunities, music school admission, and music participation in general for female 
percussionists. As stated previously, various opportunities may be off limits to female 
percussionists, or percussionists who operate exclusively in feminized zones of 
percussion. Bem (1974) established that certain traits align with masculinity and 
femininity, and in the data, attributes from Bem’s Sex-Role Inventory took on their usual 
connotations. Specifically, aggression became male and associated more with 
“masculine” instruments, while passiveness became female and associated with 
“feminine” instruments. The feminized mallet zone tended to receive a lower cultural 
value than the aggressive battery instruments, which acted as the “face” of the percussion 
section. In this way, understructures can imply a male percussionist as the norm (Acker, 
1992). Can universities increase the number of female percussionists enrolled if “pit 
captain” became as common of a title as “drum captain?” Most importantly, researchers 
might consider examining how regularly female percussionists have a lack of 
rudimental/rhythmic/battery abilities and how often male percussionists have the ability 
to play keyboard percussion instruments. 
Looking Toward the Future 
 Although this study’s data revealed ways that the band organization implicitly 
perpetuated gender roles and gender ratios in the percussion section, not all questions 
have received answers. I feel strongly that my study indicates a first step in a larger 
milieu of research that will lead me to examine the nature of gendered understructures in 
new research settings and with newly revised questions. The poignancy of this type of 
125 
 
research, I believe, has only begun to reveal itself.  
I captured data that suggested that the organizational gender theories employed in 
this study have saliency when applied to the school band setting. Wharton (2012) detailed 
that gender acts on an organizational level, and indeed, in SHHS band participants 
recognized the influence of gender norms. Acker (1990, 1992) postulated the existence of 
gendered understructures that implicitly perpetuate gender norms, and Kanter (1993) 
theorized that roles within an organization remain strongly gendered well after their 
existence becomes apparent, and despite the attempts of supervisors to change them. In 
SHHS, I saw this play out in the form of female students relegated to mallet instruments 
due to family influence and personal decisions made in middle school, while directors 
and students openly denounced gender-driven instrument assignments. No one enforced 
these norms, but due to organizational proceedings, they remained. 
 My research opens multiple avenues by which future scholars may explore these 
phenomena in increasing depth. Repeating this study with a different high school band 
might help reinforce the findings with similar results or additional nuance or help 
illuminate different understructures that might exist in different programs. Another 
approach would be to conduct case studies at middle schools with the goal of answering 
questions about the relationship between instrument choice, peer groups, family 
traditions, and environmental artifacts (Do male students choose drums because they see 
male drummers on posters around the room?). Still more compelling data could come 
from case studies focused on university percussion studios, wherein researchers can ask 
older music students to reflect on how they perceive gendered understructures to have 
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influenced their audition process or choice of major. 
 Ideally, others that research this topic will adopt, as I have after Kanter’s (1993) 
example, a viewpoint that attempts to reveal how organizational structure and 
proceedings create these problems, without attempting to call out or blame individuals. 
Certainly, sexist individuals exist—and indeed in this study participants described 
educators who assigned instruments based on gender norms, but my instincts insist that 
most ensemble directors are akin to the participants in this study. That is to say, directors 
who are aware that patterns and stacked gender ratios occur but who remain unaware of 
root causes or what to do about them. To fix this problem, and in my estimation a 
problem it indeed is, we must endeavor to inform educators about the issue without 
making them feel like villains in a narrative that seeks to place blame.  
  I propose moving forward with the attitude of ferreting out the hidden 
understructures that compel percussionists to remain on instruments based on various 
cultural factors that cause deficiencies in basic skills and that negatively affect potential 
musical experiences. By shifting the question from who creates gender roles to what we 
can do differently to prevent understructures from intertwining into our ensembles’ 
culture, we can better create fair and unobstructed opportunities for all students, 
percussionists or otherwise, to succeed as musicians in high school and in adult life. 
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Appendix: Interview Protocol 
Student Interview Protocol 
Introductory Questions 
1. How old are you? 
2. What grade are you in? 
3. How long have you played percussion? 
4. Do you play percussion outside of the school band? 
5. What is your favorite percussion instrument? 
6. What is your least favorite percussion instrument? 
7. What were you assigned in marching band line this school year? 
I’m interested in your choice to play percussion. I’m wondering 
1. Why did you choose percussion versus another instrument? 
1a. Why do you play percussion in addition to performing on another 
instrument? 
2. How do your friends react to you playing a percussion instrument? 
3. Do your parents express any opinions about you playing percussion? 
4. How do you feel your experience in band/ensembles is different because/when 
you play percussion? 
When you said your favorite percussion instrument was (X), it makes me wonder:  
1. What about that instrument appeals to you compared to other percussion 
instruments? 
2. What did you feel was required in order to receive placement on that instrument? 
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2b. What do you feel will be required in order for you to be played on that 
instrument? 
3. What do you think you have in common with other players in your section, or 
other percussion sections, that prefer that instrument? 
Now, thinking about your least favorite percussion instrument: 
1. What makes that instrument unappealing to you? 
2. If you have played it/are playing it, why do feel you were placed there? 
Regarding your placement within the percussion section: 
1. How would you describe the level of competitiveness in the marching band 
auditions? 
2. How would you describe the reactions of other percussionists regarding your 
placements in marching auditions? 
2b. Do you have any examples that go along with your thoughts? 
3. Describe the physical traits and/or musical skills you think are important to have 
as a percussionist. 
How would you describe your band directors’ attitudes toward the percussion section? 
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Focus Group Protocol  
Ground rules/Opening remarks: 
One person talking at a time 
Everyone try to contribute 
Keep this confidential, as I will do. 
Avoid names when possible 
I want to have a discussion and hear everyone’s experiences and opinions, even if 
they aren’t all the same. 
Introductory Questions 
Please go around and tell us how long you have played percussion and if you play, or 
have played, any other instruments. 
Let’s go around again. Think back: how did you learn about the school band 
program? 
Has anyone else in your family played in the SHHS Band? If so, what did they play? 
Take a moment to think about your favorite percussionists. Tell me about what style 
of music they play and what percussion instruments they play. Let’s once more go 
around the room. 
I’ve noticed during my observations that certain ensemble members tend to favor 
certain instruments over others. What are your favored instruments? 
Would you say that, overall, you get to play the instruments you want to play?  
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From your experiences, what can you say about the band director’s attitudes 
regarding part assignment? Any SHHS ensemble is valid for discussion, but please 
only speak about ensembles in which you’ve been involved. 
How do percussion students influence part assignment? 
Topic 2: Space, behavior, culture 
Speaking of assignments and areas, I’ve noticed that the percussion section’s 
behavior changes depending on where they are, such as whether they are in band 
class or indoor ensemble. Think about the two settings and tell me how you would 
compare and contrast them. 
I’ve noticed more use of electronic devices like cell phones and laptops in concert 
band than in indoor ensemble. Why do you think that is? 
During concert band, it appears that those occupying the mallet percussion area talk 
less than those in the battery percussion area. Why do you think this is? 
There are rudimental posters and DCI posters everywhere. Tell me about marching 
percussion’s importance to the SHHS percussionist. 
There are those here who play percussion in one ensemble but not another. Why is 
that? 
Topic 3: Gender and Percussion 
Much like other places, there are fewer girls than boys involved in percussion at 
Sunny Hill. Why do you think that is? 
Research has shown that people perceive percussion as masculine instruments. What 
do you think causes people to characterize percussion as masculine? 
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Are some percussion instruments more masculine than others? 
Closing questions  
How would you describe the South Doyle percussion section to others? 
If you could give advice to the directors on how to improve the percussion section, 
what would you say? 
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Band Director Interview Protocol 
1.  What is your main instrument? 
2. How long have you been teaching music professionally? 
3. How long have you been teaching at Sunny Hill High School? 
4. Tell me a little about your curricular experience with percussion in college. If you 
didn’t play percussion as your main instrument, were there percussion method 
courses? 
Topic: Percussion from the Director Perspective 
1. As a band director, I’m wondering how you would describe the percussion 
section’s role in your ensemble programs. 
2. What words would you use to describe the percussion section at South Doyle 
High School? 
3. What, in your opinion, are essential traits for succeeding as a percussionist? 
4. Do you feel that certain percussion instruments are better suited for specific 
students? 
4a. If so, what instruments should be assigned to what students? 
4b. How do you make these decisions? 
5. Your opinion on the last question notwithstanding, do you feel that certain 
percussion instruments tend to be played by certain students?  
5a. If so: what patterns have you noticed? 
5b. If not: do you have procedures for rotating students through the various 
percussion instruments?  
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6. Why do you think instrumentalists play percussion as a secondary instrument 
while playing another instrument during their major ensemble class? 
7.  There seems to be a divide among students between melodic instruments and 
rhythmic, and often keyboard percussion instruments are played by girls who 
started on piano and/or flute. What are your thoughts on this? 
8. How do you address the physical nature of carrying drums? 
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